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I want this book to put over what E have found to be the best working methods, so that 
animating becomes better and easier to do. 

There are lota of formulas, principles, cliches and devices here to help, but the main thing I 
wanL to pass on is a way of thinking about animation in order to free the mind to do the best 
work possible. 

I learned it from the best in the business and I’ve boiled it all down into a systematic working 
order. It transformed my work -1 hope it will be useful to you. 
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WHY THIS BOOK? 


When i was ten years old I bought a paperback book, Hotv to Make Animated Cartoons, by Nat 
Falk, published in 1940. It’s now long out of print, but I used it as a handy reference guide for 

1940$ Hollywood cartoon styles when I designed the characters and directed the animation for 

Who framed Roger Rabbit 

More importantly for me, however, the hook was dear and straightforward; the basic informa¬ 
tion of how animated films are made registered on my tiny ten-year-old brain and, when I took 
the medium up seriously at twenty-two, the basic information was still lurking there. 

I was living and painting in Spain when the incredible possibilities of what animation could do 
engulfed my mind. I planned my first film and took the money I had feft from portrait painting 
to London. J starved ior a bit, finally found work animating television commercials and man¬ 
aged to self-finance The Little island - a half-hour philosophical argument without words 
which won several international awards. 
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The Lfttfe Island. 1958 

Three years later, when I'd finished the film, the unpleasant realisation slowly crept up on me 
that I really didn't know very much about animation articulation, that is, how to move the stuff. 
To train myself I traced off the animation that Ken Harris had done of a witch in a Bugs Bunny 
cartoon (Broomstick Bunny - 1955, directed by Chuck Jones). Doing this only confirmed how 
little I understood about movement. 

While I was making The Little island J had seen a re-refease of Bambi, but since I’d considered 
myself a revolutionary in the field of animation, I'd rejected the film as conventional. But when I 
finished my film, I saw Bambi again, and almost crawled out of the theatre on my hands and knees. 
’How did they ever do that?' I'd learned just enough to realise that I neatly didn't know anything! 
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.Animation master Ken Hams and wannabe, 1969 


So, how and where to got the expert knowledge? ! was working in England as an independent 
and didn't want to go Into the Hollywood cartoon mill* I wanted it both ways* I wanted my 
artistic freedom but I also wanted the knowledge. 

Preston Blair's How fo Animate Ftim Cartoons was available, but because I was put off by the 
squashy-stretchy 1940s cartoon style, it was harder for me to grasp the underlying principles 
I was after - although it's a solid book and Preston was a very good animator from the 
Golden Age. It's ironic that forty years later f would become best known for my work on Who 
Framed Roger Rabbit - drawing In precisely the same style that had put me off learning from 
Preston. 

Much later, f was able to work with Ken Harris, the first 'real' master animator I met, and whose 
witch in Broomstick Bunny I had traced off. It's generally agreed that Ken Harris was the 
master animator at Warner Bros. Certainly he was director Chuck Jones’s lead man. 

In 1967, I was able to bring Ken to England and my real education in animation articulation 
and performance started by working with him. I was pushing forty at the time and, with a 
large successful studio in London, I had been animating for eighteen years, winning over one 
hundred international awards. 

After seven or eight years of working closely with Ken, he said to me, 'Hey Dick, you're start¬ 
ing to draw those things in the right place,‘ 
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'Yeah, i J m really learning it from you now r aren't I?* I saieL 

“Yes/ he said thoughtfully, "you know . , , you could be an animator/ 

After the initial shock l realised he was right Ken was the real McCoy whereas I was just doing 
a lot of fancy drawings irt various styles which were functional bp$ didn't have the invisible 

'magic' ingredients to make them really live and perform convincingly. 

So 1 redoubled my efforts {mostly in mastering head and hand accents') and the next year Ken 
pronounced, 'OK, you're an animator.’ 

A couple of years after that, one day he said, 'Hey T Dick, you could be a good animator. 

When he was eighty-two, 1 would go out to Ken s trailer home in Ohai, California and lay out 
scenes with him that he would later animate. He'd often take a half-hour nap and I'd keep 
working. 

One day he conked out for three hours and by the time he woke up, i had pretty much 
animated the scene. 'Sorry, Dick; he said, you know ... I'm just so god-damned old.' (long 
pause) 'Oh ... I see you've animated the scene .. 

‘Yeah, 1 1 said, 'I didn't know what else to do'. 

■Nice drawings ,. ; he said, then pointed- *Hey, that's wrong! You've made a mistake.' Arid 
of course he was right 

'Dammit Ken,' I said. Tve worked with you tor thirteen years and I still can’t get your 
"thing". I'm afraid it's going to die with you.' 

'Ye-e-aaahhhhh . . .’ he snickered, then said, ‘Weil, don't worry, you've your own pretty 
good thing going.’ Then he snickered again. 

Ken was a very fast worker and I was always squeezing him for more and more footage and 
getting him to animate even when the taxi was ticking outside waiting for him to catch a plane 
home to the States. 

When he died in 1982 at eighty-three, my real regret was that when I was a pallbearer I 
didn't have the guts to tuck a blackwing pencil into his hand in his open coffin. He would have 
loved that. 

When i first started working with Ken, we had just completed the animation sequences which 
occur throughout Tony Richardson s epic film The Charge of the Light Brigade and I thought! 
was getting pretty proficient. When Ken saw it in the theatre he said. 'God, Dick, how did you 
guys ever do all that work?' (pause) ‘Course it doesn’t move too good -. / 

But I'm still not ashamed of our work on that film. 

After that we went to see The Beatles’ feature cartoon The Yellow Submarine. Though I liked 
the designer Heinz Edelman's styling, the 'start-stop, stop-start 1 jerky quality of most of the 
animation meant that after a half hour much of the audience went to the lobby. No matter how 
stylish or inventive - jerky or bumpy animation seems only to be able to hold the audience for 
about twenty-five minutes. While The Yellow Submarine had an enthusiastic cult following 
from the advertising agencies and university crowd, the general public avoided the film. It 
killed the non-Disney feature market for years. 
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My animated sequences from Tony Richardson's epic film, The Charge of the Light Brigade, 1968. 
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A top United Artists executive who distributed The Yellow Submarine told me, This is the 
Beatles at the height of their popularity and still people stay away from non-Disney animation.' 
Film executives at that time always said of animation, 'If it doesn't have the Disney name on it, 
no one will go see it.' But the real point is, it wasn't just the Disney name - it was the Disney 
expertise that captivated the audience and held them for eighty minutes. 

Almost the same week Disney's The Jungle Book came out and was an instant hit. I went along 
to see it reluctantly, thinking (as I still considered myself an innovator) that though there might 
be something interesting, it was probably predictable stuff. 

That's how it started - with standard-issue wolves adopting the 'good housekeeping seal of 
approval' cutesy baby. I remember the boy Mowgli riding a black panther moving and acting in 
a cliched way - until he got off. And suddenly everything changed. The drawing changed. The 
proportions changed. The actions and acting changed. The panther helped the boy up a tree 
and everything moved to a superb level of entertainment. The action, the drawing, the per¬ 
formance, even the colours were exquisite. Then the snake appeared and tried to hypnotise the 
boy and the audience was entranced. I was astonished. 

The film continued at this high level, and when the tiger entered weighing eight hundred 
pounds and was both a tiger and the actor who did the voice (George Sanders), I realised I 
didn't even know how it was done — let alone ever be able to do it myself. I went back to my 
studio in shock and, through the night, I wrote a long fan letter. 

In those scenes I thought I had recognised the hand of the great Disney genius Milt Kahl, who 
Ken Harris had raved about. The first name on the directing animator's credits was Milt Kahl, so 
I assumed the work that stunned me had been Milt's. And it turned out that it was - except 
for one shot that was by Ollie Johnston. Johnston and Frank Thomas had done lots of other 
marvellous work in the picture. 

So I wrote to Milt saying that I thought The Jungle Book was the absolute high point of pure 
animation performance and that I didn't think it would ever be possible for anyone outside the 
Disney experience to reach that pinnacle. 

it turned out Milt said it was the best letter they ever had - and even better, that he knew my 
work a bit and wanted to meet me. 

Irrepressible ambition made me change my opinion that they alone could attain such heights; 

I figured, I think correctly, that given talent, experience, persistence - plus the knowledge of the 
experts - why should everything not be possible? 

I couldn't stand it any more. I had to know everything about the medium and master all aspects 
of it. Cap in hand, I made yearly visits to Milt and Frank Thomas, Ollie Johnston and Ken 
Anderson at Disney. 

One of the most important things Milt said was: ‘Our animation differs from anyone else's 
because it is believable. Things have weight and the characters have muscles and we're giving 
the illusion of reality.' 
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A powerhouse of animation knowledge. From the left - Ken Harris, Grim Natwick and Art Babbitt, with students 
Richard Purdum and me outside my Soho Square studio in London, 1973. 


But how to make it believable? I didn't go there to drink Milt's bathwater or to find out what 
Frank Thomas had for breakfast. I would fire my carefully prepared list of questions at them and 
later write down everything they said. These wonderful virtuosos became my friends and were 
incredibly generous with their help. As Milt said, 'If you ask questions you find out what you 
want to know. If you're lucky enough to ask someone who knows.' 

I was also fortunate enough to enlist the marvellous legendary animator Art Babbitt as a 
collaborator and teacher. Babbitt had developed Goofy and animated the Mushroom Dance 
in Fantasia. He 'dumped his kit’ of knowledge by giving several month-long in-house seminars 
as well as working with me in my London and Hollywood studios for several years. 

In 1973,1 hired the eighty-three-year-old - but still brilliant - Grim Natwick as a 'live-in' tutor in 
my London studio. Grim had made his name designing Betty Boop and animating most of Snow 
White herself in S/tow White and the Seven Dwarfs. I also worked closely with Emery Hawkins 
who Ken Harris regarded as the most imaginative animator. Emery was wildly creative and rotat¬ 
ed in and out of every studio. I was also able to work for a short time with Abe Levitow, Gerry 
Chiniquy and Cliff Nordberg. Dick Huemer, one of the first New York pioneer animators, and later 
a key Disney story director (Snow White and the Seven Dwarfs, Dumbo, Fantasia and all the early 
Disney features) also gave me a very clear picture of the early days of animation. 

Most of them are gone now but this book is full of their accumulated knowledge and craft. 
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I scribbled thfe of Milt when he was lecturing u5> at niy 
studio. Milt is saying. 'Don't listen to Dick, he's too 
technical 1 


Milt was always encouraging me to do my own personal, 
more unconventional wark f which he liked - but I 
wanted the knowledge first. 


Two geniuses al once tutor the author - Frank Thomas 
standing and Milt Kahl at the desk, early 1970?. 




Jwfd by par muon f'fln 
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The Arthurian Legend' was a formidable professor who regarded the prufiessinnal skills of the 
animator a$ being equivalent to Ihow of a concert pianist 



Art in action: his first month long seminar at my London studio was like water in the desert for us. 
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In th£ three-day masterclasses I've been ^ivfng lately, some experienced professionals initially 
feel that we're running over material that they're familiar with. Then about half way 

through the seminar things deepen and on the last day it all suddenly knits together. Some even 
describe it as an epiphany. Well. it.sure was for me when l finally J got lt r * 

So please r^ad the whole thing. 

Animation is just: doing a lot of simple things - one at a frrweJ A lot of really simple things 
strong together doing one part at a time in a sensible order. 

The movie actor, Scott Wilson sat through my three-day San Francisco masterclass. To my sur¬ 
prise he came up at the end and said, 'Of course you realise, Dick, that this whoie Hung has 
been about acting/ 

I said, What?* and Scott said, 'These are the exact equivalent methods, exercises and 
analyses we actors do in our acting workshops/ 

So acting is intrinsically part of the whole. And if you can't draw or articulate movement 
how are you ever going to do the acting? 

Someone once asked Milt Kahl: 'How did you plan out the counteraction you used on that 
character?' 

Milt blew Up: ‘That's the wrong way to look at it! Don't think of it like that! I |ust concen¬ 
trate on giving the performance - that’s what's Important! The play's file thing. You'll get all 
tangled up if you think of it in a technical way!' 

Of course he's right. If a musician knows his scales, he can concentrate on giving the perform¬ 
ance and bringing out the ideas inherent in the music. But if he constantly has to think of the 
mechanics of what he's doing - then he can hardly play. 

Therefore, H we know ^nd understand all the basics - then we've got the tools to create, 
Only ffrer? we can give the performance! 

This book is an anatomy course in animation. Just like an anatomy course in life drawing, it 
shows you how things are put together and how they work. This knowledge frees you to do 
your own expression. 

tt takes time. I didn’t encounter Ken Harris until I was nearly forty and he was sixty-nine. I had 
to hire most of my teachers in order to learn from them, 

I hired Ken in order to get below him and be his assistant so I was both his director and his 
assistant I don’t know if this is original, but I finally figured out that to learn or to 'understand'I 
had to stand under 1 the one who knows in order to catch the drippings of his experience. 

There's a tale about a decrepit old Zen master wrestler, A very fit and brilliant young wrestler 
begs the old master to take him on and show him the master's ninety-nine tricks. 

The old-man says, 'Look at me, I'm old and decrepit and l J m not interested/ 

The young man keeps pestering the old man who says, 'Look, son, I'm fragile now and 
when I show you the ninety-nine tricks, you'll challenge me, they always do - and look at 
me, you'll make mincemeat of me/ 
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'Please, oh please, master/ pleads the powerful young man. I promise I will never chal¬ 
lenge you! Oh please teach me the ninety-nine tricks/ 

So reluctantly the old man teaches him until the young man has mastered the ninety-nine 
tricks. The young man becomes a famous wrestler and one day takes his master into a room, 
locks the door and challenges him. 

The old man says, T knew you'd do this - that's why I didn't want to teach you in the first 
place/ 

'Come on, old man, there's just me and you in here/ says the young one, Let's see what 
you're made of.' 

They start and Tight away the old man throws the young fellow out of the window. The 
crumpled-up young man moans up from the street below, 'You didn't show me that one! 1 
‘That was number one hundred,' says the old man. 

This book is the ninety-nine tricks. The hundredth trick is called talent. 

J became a repository for various strands of animation lore and I've taken ail this duff and given 
it my own twist. The goal here is to master the mechanics in order to do new things. Get the 
mechanics into your bloodstream so they just become second nature and you don't have to 
think about them and can concentrate on giving the performance. 

I remember once saying to Emery Hawkins fa wonderful, unsung animator), Tm afraid my 
brains are in my hand/ 

Emery said, 'Where else would they be? It's a language of drawing. It's net a language of 
tongue/ 

So everything I know about animation that I can put into words, scribbles and drawings Is hare 
in this book. 
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- . AM ANIMATION VmGIL - 
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USE 



DRAWING IN TIME 

Why animate? Everyone knows it's a lot of hard work doing all those drawings and positions. 
So what's the hook? Why do it? 

Answer: Our work is taking place in time. We've taken our 'stills' and leapt into another 
dimension. 

Drawings that walk: seeing a series of images we've made spring to life and start walking 
around is already fascinating. 

Drawings that walk and talk: seeing a series of our drawings talking is a very startling expe¬ 
rience. 

Drawings that walk and talk and think: seeing a series of images we've done actually go 
through a thinking process - and appear to be thinking - is the real aphrodisiac. Plus creating 
something that is unique, which has never been done before is endlessly fascinating. 

We’ve always been trying to make the pictures move, the idea of animation is aeons older than 
the movies or television. Here's a quick history: 



Over 35,000 years ago, we were painting animals on cave walls, sometimes drawing four pairs 
of legs to show motion. 
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In 1600 BC the Egyptian Pharaoh Rameses II built a temple to the goddess Isis which had 110 
columns. Ingeniously, each column had a painted figure of the goddess in a progressively 
changed position. To horsemen or charioteers riding past - Isis appeared to move! 



The Ancient Greeks sometimes decorated pots with figures in successive stages of action. 
Spinning the pot would create a sense of motion. 



As far as we know, the first attempt to project drawings onto a wall was made in 1640 by 
Athonasius Kircher with his ‘Magic Lantern'. 
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Kircher drew each figure on separate pieces of glass which he placed in his apparatus and pro¬ 
jected on a wall. Then he moved the glass with strings, from above. One of these showed a 
sleeping man's head and a mouse. The man opened and closed his mouth and when his mouth 
was open the mouse ran in. 

Although photography was discovered as early as the 1830s, most new devices for creating an 
illusion of movement were made using drawings, not photos. 

In 1824 Peter Mark Roget discovered Cor rediscovered, since it was known in classical times) 
the vital principle, ‘the persistence of vision'. This principle rests on the fact that our eyes 
temporarily retain the image of anything they've just seen. If this wasn't so, we would never 
get the illusion of an unbroken connection in a series of images, and neither movies nor ani¬ 
mation would be possible. Many people don't realise that movies don't actually move, and that 
they are still images that appear to move when they are projected in a series. 

Roget's principle quickly gave birth to various optical contraptions: 



The Thaumatrope: A cardboard disc mounted on a top - or held between two pieces of string. 
A birdcage drawing is on one side and a bird on the other. When the top is spun or the strings 
are pulled the disc twirls, the images merge and the bird seems to be in the cage. 



The Phenakistoscope: Two discs mounted on a shaft - the front disc has slits around the edge 
and the rear disc has a sequence of drawings. Align the drawings with the slits, look through 
the openings and as the discs revolve we have the illusion of motion. 




















The 'Wheel of Life’ (or the Zoetrope): Appeared in the USA in 1867 and was sold as a toy. Long 
strips of paper with a sequence of drawings on them were inserted into a cylinder with slits in 
it. Spin the cylinder, look through the slits and the creature appears to move. 


The Praxinoscope: Devised by the Frenchman Emile Reynaud in 1877. He was the first to create 
short sequences of dramatic action by drawing on a 30 foot strip of transparent substance 
called 'Crystaloid'. This opened the way for the tremendous advances to come. 




The Flipper book: In 1868 a novelty called 'the flipper book' appeared worldwide and it 
remained the simplest and most popular device. It’s just a pad of drawings bound like a book 
along one edge. Hold the book in one hand along the bound edge and with the other hand flip 
the pages and 'see 'em move'. The result is animation - the illusion of continuous action. 
Drawings in time. 
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This is the same as school kids making drawings in the comers of their math books and flipping 
the pages. 



Today the 'classical' animator still flips his drawings the same way as a flipper book before 
testing it on the video or film camera. He places the drawings in sequence, with the low num¬ 
bers on the bottom, then flips through the action from the bottom up. Eventually he should get 
good enough at it to approximate actual screen time and spot any errors or drawings that need 
altering. Now that we have the video camera with its instant playback of the drawings at film 
speed, not everyone learns to flip. 



In 1896 a New York newspaper cartoonist James Stuart Blackton interviewed the inventor 
Thomas Edison who was experimenting with moving pictures. Blackton did some sketches of 
Edison, who was impressed by Blackton's speed and drawing facility and asked him to do some 
drawings in a series. Later, Edison photographed these-the first combination of drawings and 
photography. In 1906 they publicly released Humorous Phases of Funny Faces. A man puffed a 
cigar and blew smoke rings at his girl friend, she rolled her eyes, a dog jumped through a hoop 
and a juggler performed. Blackton used about 3000 'flickering drawings' to make this first ani¬ 
mated picture - the forefather of the animated cartoon. The novelty brought explosions of 
laughter and was an instant hit. 
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A year later Emile Cohl made and showed his first animated film at the Follies Bergeres in Paris. 
The figures were childlike - white lines on black - but the story was relatively sophisticated: a 
tale of a girl, a jealous lover and a policeman. He also gave lampposts and houses intelligence 
and movement, with emotions and moods of their own. Cohi's work prefigures the later ani¬ 
mation dictum, 'Don't do what a camera can do - do what a camera can't do!' 

Winsor McCay, brilliant creator of the popular comic strip Little Nemo in Slumberland, was the 
first man to try to develop animation as an art form. Inspired by his young son bringing home 
some flipper books, he made 4000 drawings of 'Little Nemo' move. These were a big hit when 
flashed on the screen at Hammerstein's theatre in New York in 1911. 

As another experiment he drew a bizarre short film. How a Mosquito Operates, which was also 
enthusiastically received. 



Then in 1914 McCay drew G ertie the Dinosaur and McCay himself performed 'live' in front of 
the projected animation, holding an apple in front of Gertie and inviting her to eat. Gertie 
lowered her long neck and swallowed the fruit - astounding the audience. This was the first 
'personality' animation - the beginnings of cartoon individuality. It was so lifelike that the 
audience could identify with Gertie. It was a sensation. 
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In McCay's words: 'I went into the business and spent thousands of dollars developing this 
new art. It required considerable time, patience and careful thought - timing and drawing the 
pictures [my italics]. This is the most fascinating work I have ever done - this business of 
making animated cartoons live on the screen.' 



McCay also made the first serious dramatic cartoon, The Sinking of the Lusitania, in 1918. 
A war propaganda film expressing outrage at the catastrophe, it was a huge step forward in 
realism and drama - the longest animated film so far. It took two years of work and needed 
25,000 drawings. 

Later, as an older man being celebrated by the younger funny-cartoon animators in the busi¬ 
ness, McCay lashed out at them saying that he had developed and given them a great new art 
form which they had cheapened and turned into a crude money-making business done by hack 
artists. 

j 

This well defines the endlessly uncomfortable relationship between the pioneering artist/ide¬ 
alist and the animation industry - working to comfortable and predictable formulas. 

Still doth the battle rage ... 

In the twenties Felix the cat became as popular as Charlie Chaplin. These short Felix cartoons 
were visually inventive, doing what a camera can't do. But more importantly a real personality 
emerged from this flurry of silent, black and white drawings and Felix 'himself' connected with 
audiences worldwide. 

The Felix cartoons led straight to the arrival of Walt Disney, and in 1928, Mickey Mouse took 
off with his appearance in Steamboat Willie - the first cartoon with synchronised sound. 
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The brilliant Ward Kimball, who animated Jiminy Cricket in Pinocchio and the crows in 
Dumbo, once told me, 'You can have no idea of the impact that having these drawings suddenly 
speak and make noises had on audiences at that time. People went crazy over it,' 



Disney followed Steamboat Willie with The Skeleton Dance. For the first time, action was co¬ 
ordinated with a proper musical score. This was the first Silly Symphony. Ub Iwerks was chief 
animator on both films and a lot of the sophisticated action of The Skeleton Dance still holds 
up today. 



Disney leapt forward again in 1932 with Flowers and Trees - the first full colour cartoon. 
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Then he followed it one year later with Three Little Pigs. This had a major impact because of its 
fully developed 'personality' animation - clearly defined and believable separate personalities 
acting so convincingly that the audience could identify with and root for them. Another first. 


Astonishingly, only four years after that, Disney released Snow White and the Seven Dwarfs, 
the world's first fully-animated feature-length film, raising cartoon drawings to the level of 
art and holding the audience spellbound for eighty-three minutes. A truly staggering feat 
accomplished in an incredibly short space of time. (It's said that many of the artists booked 
themselves in advance into hospital to recover from the effort of completing the film.) 


The tremendous financial and critical success of Snow White and the Seven Dwarfs became the 
foundation of Disney's output and gave birth to the 'Golden Age' of animation: Pinocchio, 
Dumbo, Bambi and Fantasia, as well as the Silly Symphonies and Donald Duck and Mickey 
Mouse shorts. 
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Surrounding the potent Disney centre were the satellite studios: Max Fleischer with two fea¬ 
tures - Gulliver's Travels and Mr Bug Goes to Town - and Popeye shorts; Warner Bros' Looney 
Tunes and Merrie Melodies with Bugs Bunny, Daffy Duck, Porky Pig; MGM with Tom and Jerry, 
Droopy and the great anarchic Tex Avery shorts, and Walter Lantz with Woody Woodpecker. 
Fed as they were by the knowledge and expertise emanating from the Disney training centre, 
their much wilder humour was often in reaction to or in rebellion against Disney 'realism and 
'be I i evabi I ity F . 

But after the Second World War the situation changed. 

The arrival of television and its voracious appetite for rapidly produced product demanded sim¬ 
pler and cruder work. 1950s stylisation gave birth to UPA studios in Hollywood who created 
Mr. Magoo and Gerald McBoing Boing. UPA's approach was regarded as more graphically 
sophisticated than Disney and used more ‘limited' and much less realistic animation. At the 
same time there was a worldwide flourishing of personal, experimental and ‘art house' ani¬ 
mated films made in new ways with many different techniques and with very different content 
to the Hollywood product. Animators were reinventing the wheel stylistically but were ignorant 
of the structural knowledge developed in Hollywood's Golden Age. 

This knowledge, though residing in the hands of the originators, was generally ignored as 
being 'old hat’ or was forgotten in the following thirty years. 

However, in the last few years, the renaissance of animation as a form of mass entertainment 
is giving rebirth to the old knowledge. The startlingly successful innovations of computer ani¬ 
mation are helping to transform animation in all it's multi-faceted forms into a major part of the 
entertainment mainstream. Alongside this, there is also the explosion in the computer games 
industry. 

If drawn 'classical' animation is an extension of drawing, then computer animation can be seen 
as an extension of puppetry — high tech marionettes. Both share the same problems of how to 
give a performance with movement, weight, timing and empathy. 

The old knowledge applies to any style or approach to the medium no matter what the 
advances in technology. Most of the work methods and devices in this book were developed 
and refined in the Hollywood animation studios between 1930-1940. 

I've co-ordinated what I've learnt from various approaches and I'm presenting it here in a form 
based on my own experience in this medium — with its limitless possibilities of imagination. 

Emery Hawkins said to me, 'The only limitation in animation is the person doing it. Otherwise 
there is no limit to what you can do. And why shouldn't you do it?' 
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] meticulously painted this poster for the 1981 London Film Festival. Everybody said, 'Oh, I didn't know you did collage.' 
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TIME TO DRAW 


This section is really for classical animators. However, I haven't been surprised to find that most 
of the leading computer animators draw rather well, so it may be interesting to them too. It 
certainly helps.enormously to be able to put down your ideas - even in stick figures. For the 
classical animator it is crucial. 

Drawing should become second nature, so that the animator can concentrate on the actual 
actions and the timing of them and give the performance life. 

When you're doing cartoons all the time, it's very easy to slide into formula drawing. During 
the making of Who Framed Roger Rabbit I found this pinned up on our notice board: 
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Life drawing is the antidote to this. 


----- - 


When you're doing life drawing, you're all alone. One of the main reasons animators - once 
they become animators — don't like to spend their evenings and spare time life drawing is 
because it's not a collaborative operation. 


Animation is usually a group effort, and one has the stimulus of constant interaction, both 
competitive and co-operative, with the cut and thrust, highs and lows, political factions of 
complaint and inspiration, all the tensions and anxieties, rewards and excitement of group 
production. 
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With life drawing there's no one to admire your efforts - rather the reverse. It's always shocking 
to find you're not as advanced or skilled as you thought you were, and since it's about the hard¬ 
est thing to do with no rewards other than the thing itself - it's no wonder few do it or stick at it. 


Most animators are exhausted at the end of a day's work and have families to go to. Also, one 
has to do a lot of life drawing to get anywhere - not just a bit at a time here and there. 


But the fact remains that there is no replacement for the hard work of solid life drawing. 


There is one payoff and it is substantial - the gradual and fundamental improvement of all 
one's work. 


Winsor McCay once said: ‘If I were starting over again, the first thing I'd do would be to make 
a thorough study of draftsmanship. I would learn perspective, then the human figure, both 
nude and clothed, and surround it with proper setting.' 


And Milt Kahl said: ‘I don't think it's possible to be a top notch animator without being an 
excellent draftsman. You have to try for the whole thing, you know, got to know the figure. 
Know the figure well enough so that you can concentrate on the particular person - on the 
difference - why this person is different from somebody else. The ability to draw and be able 
to turn things and the ability, the knowledge that enables you to caricature and to exaggerate 
in the right direction and emphasise the difference between things is what you're doing all the 
time. Any time you're doing a strong drawing of anything well, your drawing Is strong because 
you're depicting why this is different from something else. You need that figure-drawing back¬ 
ground in order to sharpen. Every animator should have this background and unfortunately 
they don't! You just can't know too much. If you're going to lampoon something, or do a satire 
- you have to understand the straight way. it gives you a jumping-off point. It gives you a 
contrast. You just do it and do it.. . and do it!' 
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Art Babbitt is blunter: 'If you can't draw - forget it. You're an actor without arms and legs.' 

But we can learn to draw. There's the myth that you are either a born draftsman or not. Wrong! 
Obviously, natural talent is a great help and the desire is essential, but drawing can be taught 
and drawing can be learnt. Its best to have done a ton of it at art school to get the foundation 
in early. But it can be done at any time. Just do it. 

Here are three pieces of drawing advice that were given to me - and which stuck. 

When I was fifteen years old and really keen on being an animator, I took a five day-and-night 
bus trip from Toronto to Los Angeles, and walked up and down outside the Disney Studio fence 
for days hoping to get inside. Finally an advertising friend of my mother's saw my drawings and 
rang up the Disney PR department, and they took me into the Studio for two days; they were 
very kind to me and even did a press story on me. 

It was there that I received my first piece of great advice. Richard Kelsey (Disney story artist and 
designer/illustrator) said, 'First of all, kid, learn to draw. You can always do the animation stuff 
later,' 

I desperately wanted to become an animator and I produced my sketches of Disney characters, 
which were kind of at the Roger Rabbit level since I was a precocious little bastard. Dick Keisey 
looked at them and said, 'Yes, but I mean really learn to draw.' 
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Richard Kelsey with eager beaver Disney studios, 1943, My tOfU martial woris r ag« 17, 

Weeks later when 1 was getting on the bus to go home to Toronto, I rang Dick up and asked 
again, 'What do you think t should do?’ - ‘Learn to draw!' he said, 

One great regret I have in my life is that forty years later, when I was animation director on 
Who Framed Roger Rabbit, I saw Dick in the Disney canteen out of the corner of my aye, but i 
was so caught up in the production politics I didn't break away to go over and thank him. I 
never had another chance. 


After my trip I went straight to art school and received the second piece of advice, from a great 
teacher and superb draftsman, Eric FreifiekJ, then teaching at the Ontario Coliege of Art, He 
looked at my life drawings and said, 'Well, here's a clever little fellow who's never seen any¬ 
thing/ I said, 'What should I do?' He said, 'Co to the library and look it Albrecht Durer for two 
years.' I did. And not surprisingly my interest in animation vanished for years. 

I paid my way through art school by knocking off Disneyesque dog food ads like the one 
above - at the same time doing 'realismo social' like this lithograph of a revival meeting 
Where the healing waters flow'. 

After that I lived in Spain for a couple of years doing paintings like these until a totally 
unexpected affliction by the animation bug got me. Forty years later a top executive on Who 
Framed Rogei Rabbit kept referring to me as ‘artsy craftsy' or 'artsy fartsy 1 . How did he ever 
know? He must have smelt it as there was no sign of it in my animation, 
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The third piece of drawing advice came many years later - I was fifty - when I was pretty 
accomplished, and it came from a much younger man. My talent is primarily 'linear', which 
makes cartooning easy. However, since animators have to enclose their shapes, there is a ten- 
denq, to end up just drawing outlines - like colouring-book figures. In other words, animators 
don t usua y draw from the inside-out, like a sculptor does. Sculpture had been my weakest 
subject - although I'd done a lot of life drawing and had a grounding in basic anatomy. 

“ tkiSS - th , en a ‘wenty-three-year-old, self-taught, brilliant draftsman and anatomist - 
held h,s own life drawing classes in London. (Recently he was one of the principle designers of 
isneys arzan.) I used to hire John periodically to do presentation artwork and we were 
friend y. I went to John's evening life classes for a while and one day John, who is ruthlessly 
onest, pointed to my drawing and said, 'Hey! You missed a stage!’ I felt like a butterfly pinned 

to the wall. He was right. I knew exactly what he meant. I was weak from a sculptural point of 
view. I was too linear. r 


Years later, when I had dropped out of the 'industry' part of animation, I re-studied my anato- 

my and worked on drawing from the inside-out. I advanced backwards and filled in the 
missing stage. 




f showed my ex-illustrator mother several of these life drawings when she was bed-bound just 
before she died. 'I've been working at reconstituting myself, Mom, doing all these drawings.' 
She looked at them carefully for some time, then said, 'Very nice, very nice .. . Nothing new.' 
Advice from the inside - from one's family - somehow doesn't have the same impact as from 
the outside. However my mother had once said, 'When you go to art school, you'll find every¬ 
body sitting around practising how to do their signature,' and sure enough, there they were, 
some of them doing just that. 

She also gave me this great advice: 'Don’t try to develop a style. Ignpre style. Just concen¬ 
trate on the drawing and style will just occur.' 

Of course there's an opposing view to all of this 'you've got to learn to draw' stuff. 


The great Tex Avery, master of animation's ability to do the impossible and make the unreal 
spring to life - and the first director of Bugs Bunny and Elmer Fudd - said: 

I was never too great an artist. I realised there at Lantz's that most of those fellows could 
draw rings around me ... I thought, Brother! Why fight it? I'll never make it! Go the other 
route. And I m glad I did. My goodness, I've enjoyed that a lot more than I would have 
enjoyed just animating scenes all my life.' 




Tex stopped animating and became a great, original and innovative director. The biographer 
John Canemaker said; 'While Disney in the 1930s was trying to convince the audience of the 
"reality" of his characters in his film world, by creating his "illusion of life", Tex went in the 
opposite direction, celebrating the cartoon as cartoon, exploring the medium's potential for 
surrealism. He never let audiences forget they were watching an animated film. 

Tex had a twenty-year run with his wildly funny approach to the medium, but he found it 

impossible to sustain. Tm burned out/ he said. His colleague, animator Mike Lah said, 'He 
didn't have any more space. He used it up.' 

I love Tex Avery's cartoons - his drawings and character designs. His Droopy is my favourite 
cartoon character. One of the nice things about doing Who Framed Roger Rabbit was to emu¬ 
late Tex Avery's humour - 'But not so brutal!' were my instructions. Though, as Milt said, 'You 
have to try to have the whole thing.' 

I am convinced that if an animator's drawing foundation is strong, he will have the versatility 
to go in all the different directions possible at his fingertips. He'll be able to draw anything - 

from the most difficult, realistic characters, to the most wild and wacky. And it's not likely he'll 
exhaust his resources and suffer burn-out. 

Because of his strong drawing ability. Milt Kahl was usually saddled with animating 'the Prince' 
or Disney's 'straighter' characters - which of course are the hardest ones to do. Whenever any¬ 
one criticised his work, he'd say, 'OK, you can do the Prince.' And they'd soon vanish. 

Word spread among the more 'cartoony' artists that, 'Milt draws beautifully but he can only do 
the straight stuff and he can't handle zany stuff at all/ Then, between features, Milt animated 

mostof Tiger Trouble, a 'Goofy' short Everybody shut up, and stayed shut up. His work is a 
classic of broad and crazy animation. 

‘If you can draw funny that's enough' is an animation myth that's been around a long time, and 
still seems to persist. This is because a few of the early animators lacked sophisticated drawing 
skills but nevertheless were very inventive and excellent at getting the essence of the drama 


The myth was that all they needed was to have a good draftsman as an assistant to do the final 
drawings and everything would be fine. But in the mid thirties, when the new wave of young 
animators with better drawing skills came on the scene and learned from the old guys, the 
ground was soon littered with out-of work animators who could only handle the cruder car¬ 
toons. The new breed of better draftsmen took their jobs away from them. If the present boom 
in this medium ever contracts it's certain that the more skilled artists will be the survivors. 

Bill Tytla - famous for his animation of Stromboli in Pinocchio, the Devil in 'Night on Bald 
Mountain' from Fantasia , and Dumbo with his mother - once said: 'At times you will have to 
animate stuff where you can't just be cute and coy. Those are the times when you'll have to 
know something about drawing. Whether it's called form or force or vitality, you must get it 
mto your work, for that will be what you feel, and drawing is your means of expressing if 
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Obviously all this doesn't apply so much to computer animators since the ‘maquette’ of the 
character is already planted inside the machine, ready to be manipulated. But since most of the 
leading computer animators draw rather well, many work out their positions in small sketches, 
and, of course, the planning, layout and story artists and designers draw exactly the same as 
their classical equivalents. 

* 

I had an unnerving experience in Canada when a friend asked me to give a one-hour address to 
a large high school gathering of computer animation students. They had a very impressive 
set-up of expensive computers but, from what I could see of their work, none of them seemed 
to have any idea of drawing at all. During my talk I stressed the importance of drawing and the 
great shortage of good draftsmen. 

A laid-back greybeard professor interrupted to inform me, 'What do you mean? All of us 
here draw very well.' 

Words faifed me. 

At the end of the talk, I showed them how to do a basic walk, and as a result got mobbed 
at the exit, the kids pleading desperately for me to teach them more. I escaped, but f'm afraid 
that's what the situation is out there - a lack of any formal training and no one to pass on the 
'knowledge'. 

You don't know what you don't know. 

One of the problems rampant today is that, in the late 1960s, realistic drawing generally 
became considered unfashionable by the art world, and no one bothered to learn how to do it 
any more. 

The Slade school in London used to be world-famous for turning out fine British draftsmen. A 
distinguished British painter who taught at the Slade asked me, 'How did you learn how to do 
animation?' I answered that I was lucky enough to have done a lot of life drawing at art school, 
so without realizing it I got the feeling for weight which is so vital to animation. 

Then I said, 'What am I telling you for? You're teaching at the Slade and it's famous for its 
life drawing and excellent draftsmen.' 

'If the students want to do that / he said, 'then they've got to club together and hire them¬ 
selves a model and do it in their own home.' At first I thought he was joking - but no! Life 
drawing as a subject went out years ago. It wasn't even on the curriculum! 

I had a boyhood friend who became a bigwig in art education circles. He ran international 
conferences of the arts. About sixteen years ago he invited me to Amsterdam to a conference 
of the deans of the leading American art colleges. He knew me well enough to know I was 
bound to say controversial things, so I was invited as his wild card. 

In my talk I found myself lamenting the lack of trained, talented artists and that I was ham¬ 
pered in my own studio's work because I couldn't find trained disciplined artists to hire. The 
applicants' portfolios were full of textures, abstract collages, scribbles, often nude photos of 
themselves and friends. No real drawing. I didn't realise how strongly I felt about this and as J 
talked I found myself nearly in tears. 



My advertising campaign design for Mike Nichols' The Graduate. A foundation of life drawing was invaluable 
when I had to draw this simple leg for this movie logo. 




I harangued the deans of the art schools for failing in their duty to provide proper skills to their 
students. Surprisingly, when I finished, the deans called an emergency meeting to which I was 
invited. 'Look Mr. Williams,' they said, 'you're right, but we have two problems. Number one: 
since classical drawing was rejected years ago, we have no trained teachers who can draw or 
teach conventional drawing as they never learned it themselves. And number two: our mostly 
rich students - on whom we count for our funding - don't want to iearn to draw. They would 
rather decorate themselves as living works of art - and that's exactly what they do.' 

So I said, 'Look, all I know is that I can't find people to hire or train; but otherwise I don't know 
what you can do.' 

They said, 'Neither do we.' 

Lately things have improved somewhat. So-called classical drawing seems to be coming back, 
but with a hyper-realistic photographic approach because skilled artists are thin on the ground. 
Shading isn't drawing, and it isn't realism. 

Good drawing is not copying the surface. It has to do with understanding and expression. We 
don't want to learn to draw just to end up being imprisoned in showing off our knowledge of 
joints and muscles. We want to get the kind of reality that a camera can’t get. We want to 
accentuate and suppress aspects of the model's character to make it more vivid. And we want 
to develop the co-ordination to be able to get our brains down into the end of our pencil. 

Many cartoonists and animators say that the very reason they do cartoons is to get away from 
realism and the realistic world into the free realms of the imagination. They'll correctly point 
out that most cartoon animals don't look like animals - they're designs, mental constructs. 
Mickey ain't no mouse, Sylvester ain't no cat They look more like circus clowns than animals. 
Frank Thomas always says: ‘If you saw Lady and the Tramp walking down the road, there's no 
way that you are going to buy that they're real dogs.' 

But to make these designs work, the movements have to be believable - which leads back to 
realism and real actions, which leads back to studying the human or animal figure to under¬ 
stand its structure and movement. What we want to achieve isn't realism, it's believability. 

While Tex Avery released the animator from the more literal approach in order to do the impos¬ 
sible, he was only able to do it so successfully because his animation was mostly done by 
Disney drop-outs who already had ‘the Disney knowledge' of articulation, weight, etc. So, 
ironically, his rebellion, his 'going the other route', had its basis in an underlying knowledge of 
realism. 

But don't confuse a drawing with a map! We're animating masses, not lines .So we have to 
understand how mass works in reality. In order to depart from reality, our work has to be based 
on reality. 


ITS ALL IN THE TIMING AND THE SPACING 


1 met Grim Natwick (born Myron Nordveig) in a Hollywood basement when he was rn hi* 
eighties. Grim was the oldest of the great animators, being already In his forties when he 
animated eighty- three scenes of Snow White in Disney's Snow White: And the Seven Dwarfs, 
Previously he'd designed Betty Boo-p for Max Fleischer, for which he received nothing and was 
furious about it "til the day he died r aged iOQ. 

I ll never forget the image of this big Norwegian American sitting in the golden twNight, 
extending hrs long arms and spatula hands saying . . . 
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TO WORK THIS OUT.. 
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The bouncing ball says it all. 


The old bouncing-ball example is often used because it shows so many different aspects of 
animation. 

A ball bounces along, 
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and where it hits - the ’boinks' - that's the timing. The impacts - where the ball is hitting the 
ground - that's the timing of the action, the rhythm of where things happen, where the 'accents’ 
or 'beats’ or 'hits' happen. 

And here's the spacing. 



The ball overlaps itself when It's at the slow part of its arc, but when it drops tast, it’s spaced 
further apart. That's the spacing. The spacing is how close or far apart those dusters are. That's 
ft. It's simple, but it s important. The spacing is the tricky part. Good animation spacing is a rare 
commodity. 
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So we have* 



The two basic elements of animation. 

To experience this, take a coin and film it in stages under a video camera. 



First plot out the timing - where you want the ball to hit the ground. Then push the coin around 
- taking a picture at each frame - and see what looks right or wrong. Try it with different 
timings and spacing. You're already animating. You're already dealing with the important 
fundamentals and you haven't even made a Single drawing, You're doing pure animation 
without any drawings. 
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Hidden in this simple test is the weight of the ball - how it feels, light or heavy; what it': 
made of. Is it large or small, moving fast or slow? This will all emerge if you do several test; 

- which only take a few minutes to do. The importance of the timing and the spacing wil 

become obvious. 

* 

Because you did it, a certain amount of personality will creep into the action - whether the bal 
is deliberate, slow, jaunty, erratic, cautious, even optimistic or pessimistic. 

And all this, before you've made a single drawing. This reveals how important and dominan 
the timing and the spacing is. Even if the ball positions were drawn in detail by Michelangelc 
or Leonardo da Vinci, the timing and the spacing of the drawings will still dominate. 

Another interesting way to experience the difference between timing and spacing right awa] 
is this: 

Let's put a coin under the video camera and move it across the page (or screen) in one secon< 

- 24 frames of screen time. That's our timing. 

We'fl space it out evenly - and that's our spacing. 



Now we'll keep the same timing - again taking one second for the coin to move across th< 
page. But we'll change the spacing by slowly easing out of position number 1 and easing grad 
ually into position number 25. 



It still takes one second for the coin to get over there. It has the same timing - but there is verj 
different movement because of the different spacing. Both start together - and both hit th« 
middle together - but the spacing is quite different. And so the action is very different. 
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You could say that animation is the art of timing. But you could say that about all motion 
pictures. 

The most brilliant masters of timing were the silent comedians: Charlie Chaplin, Buster 
Keaton, Laurel and Hardy. 

Certainly for a film director, timing is the most important thing. For an animator, it's only half 
the battle. We need the spacing as well. We can have a natural feel for timing, but we have to 
learn the spacing of things. 

One other thing: The bouncing ball example is often used to show animation 'squash and 
stretch' - that is, the ball elongates as it falls, flattens on impact with the ground and then 
returns to its normal shape in the slower part of its arc. 

It might squash and stretch this way if it was a very soft ball with not much air in it, but what 



I've found is that you can get a good enough effect with a rigid coin - provided the spacing of 
it was right - so this added technique is not always necessary. Certainly a hard golf ball isn't 
going to bend all over the place. In other words, if you do this squishy squashy thing too much, 
everything comes out a bit 'sploopy', like it's made of rubber. Life ain't like that. At least most 
of it ain't. More about this later. 
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Golf ball bounce, 1951 


Having established all this, let’s go to lesson one: 




Still? frorr* Charles Dickens' A Christmas Catol, 1972. We're Plaiting to get better I got roy first Oscar tw tfw half- 
hour film made originally for Tv, You wouldn't think 3 lot of this was drawn by Bugs Bonny animators! It couldn't 
have been done without Ken Harris who carried the load On Scrooge. Towards the end. Chuck Jones (the fxecutive 
Producer) lent us Abe Levitow, a great unsung animator with majestic qualities. We also had help hem Disney alumni 
George Nicholas and Hal Arribro. My own stalwarts were Richard Purdum, Sergio Simonetti and Roy tjaitbitt. 
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LESSON ONE 


UNPLUG! 

Unplug! Take off your head phones! Turn off the radio! Switch off the CD! Turn off the* tape! 
Close the door. 

Like many artists, I had the habit of listening to classical music or jazz while working. On one 
of my first visits to Milt Kahl I innocently asked: 


MtuT' PO YOU LjsnsN TO 

CLASSICAL MUSIC mtUZVOURB W Q£Klti6 P 
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Since it came from a genius, this made quite an impression on me. After this I learnt to face the 
silence and think before swirling my pencil around. My animation improved right away. 



This has been the case with many artists, when I've passed this wisdom along. Recently, two 
previously sound-addicted computer animators were shocked to find that their plugged-in 
colleagues instantly made them objects of ridicule for not having wires coming out of their 
ears. They were even more surprised at the startling improvement in their work. 

... end of lesson one. 


Portrait of the artist after receiving lesson 1. 






ADVANCING BACKWARDS TO 1940 

Let's advance backwards to approach where animators were during the 'Golden Age'. And then 
go forward from there - so we can do new things. 

The thing you are going to build on must be basic. 

Everyone wants to decorate their house with interesting pieces before putting in the corner¬ 
stones and supports. Everyone wants to jump ahead to the sophisticated bit - glossing over 
the dull, old support work. 

But it's the thorough understanding of the basics that produces real sophistication. 

As Art Babbitt said: 

'The knowledge that went into making little drawings come to life is in the early Disneys. 
Nobody taught us how to articulate these fanciful characters. We had to discover the 
mechanics ourselves and pass them around amongst each other. There are many styles but the 
mechanics of the old Disney animation remain.’ 

They had it all worked out by 1940, around the time that Pinocchio was released. 

It was a wonderful system - precise and simple. 

First we'll take it bit by bit - and then we'll put it all together. 


CF~(l) a. GHA&t IN0BTW^P) 

A very interesting thing happened when we worked with Grim Natwick. He was so old that 
each day he tended to snap back into a different professional period of his life: one day he 
would come in and do circular 'rubber hose' animation from the 1920s, then the next day he 
would be in a 1936 ‘Snow White' phase, making tons of smoothly moving drawings, the next 
day would be sharp, physical actions with plenty of static holds from his 1950 UPA 'Mr Magoo’ 
period, then he’d be doing as few drawings as possible, as if he were animating a 1960s TV ad, 
and then the next day back into fulsome Fantasia mode. 

One day I found him drawing in an old style - something like this: 



He wasn't just showing the arc of the action - he was indicating all the different spacings on 
his drawing. 


I suddenly realised that this was probably the origin of the charts that animators put on the 
edge of their drawings 


e.g. 


HAND 



Heao 



JML 


- Z 



I asked, 'Hey, Grim - did these charts just gradually move across the page away from the 
drawings? 


A far-away look came into his eyes - \ .. Yes . . 


















in the 1920s, animators did most of the work themselves. Dick Huemer was the top New York 
animator and was working for Max and Dave Fleischer on their Mutt and Jeff series. Dick told 
me they said to him, Tour work is great, Dick, but we can't get enough of it.' So Dick said to 
them, 'Give me someone to put in the in-between drawings and I'll do two to three times as 
much work.’ And that was the invention of the 'inbetweener'. 

Dick later said in an interview that it had been the Fleischers' idea and that he just went along 

with it. But Dick actually told me that he had invented the inbetween and the inbetweener, the 
helper or assistant. 

The main drawings or extreme positions came to be called extremes and the drawings in 
between the extremes were called the inbetweens. 


h XI Rg/V\E j ^ BXTRRME 
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The chart shows the spacing. 


-t 


3 


~X) 
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We'll put in three even inbetweens between the two extremes. 


Number 3 is smack in the middle between 1 and 5. Then we put number 2 right in the middle 

between 1 and 3 - and number 4 in the middle between 3 and 5. We've got the inbetweens 
spaced evenly. 


!NI3FTWEEN€ 



£f?EAKPOmS 


Take the example of a swinging pendulum: The extremes are where there is a change in 
direction - the ends of the action where the direction changes. 


















Because the pendulum's arm maintains its length as it swings, the middle position creates an 

arc in the action. We can see how important that middle position between the two extremes is 
going to be to us. 



OBVIOUSLY 
W ROm 



BECAUSE 

a fav\ 

RA& 


Its obvious how important this middle position is. In the 1930s they called this the 'break¬ 
down drawing or 'passing position’ between two extremes. 



/ 2- 3 4 ~ 


Some animators u nderline the breakdown or passing position because it's so important to the 
action. I have the habit of doing this because it's a position which is crucial to helping us invent. 
We're going to make tremendous use of this middle position later... 













If we want to make our pendulum ease in and out of the extreme positions, we'll need a 
couple more inbetweens: 



So our chart will look like this. 

/ z 3 ± SB 1 


What we're doing is easing in or easing out of the extreme positions. 'Slowing in' or 'slowing 
out' is the classical terminology for it, but I prefer today's computer animators' term of 'easing 
in' and 'easing out'. 

To make the action even slower at the ends, let's add a couple more inbetweens. 



Ken Harris always called it 'cushioning' - which is a nice way to think of it. 


Master animator Eric Larson - who became the instructor of the younger Disney animators - 
says that what animation has to have 
is a change of shape. 


So, let's change from a closed hand 
to a pointing finger. 



4 


% 














If we 'ease out' of number 1 in order to point - number 5 - the chart will be: 



Alternatively, if we ‘snap out' or 'speed out' of the closed hand and 'ease in' or 'cushion in' to 
the pointing finger the chart will be: 




3 ? 

H. 




\N 


For a more relaxed, slower action we could add more inbetweens and ease out of the closed 
hand, and speed through the middle, and then ease in to the pointing finger. 
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The animator can get away with just drawing the two extreme positions and making a chart for 
the assistant to put in all the inbetween positions. 

I was spoilt by being taught by marvellous, hardworking, top Hollywood animators and I had a 
few shocks when I worked with some of the lesser mortals. 

Here's how a Hollywood hack animator might duck the work: 

A character enters screen left. .. and goes out screen right. 



To walk across the screen it's going to take 4 seconds - 96 frames. So the animator does draw¬ 
ing number 1 and drawing number 96 and gives this chart to the assistant and goes off to play 
tennis. He wanders back in next day and blames the assistant for the terrible result. 

This may seem far-fetched, but it does happen. 

Moving on - we know the extremes and the breakdowns are crucial to the result, but the 
inbetweens are also very important. 

The genie in the computer creates perfect inbetweens, but for 'drawing' people ~ getting good 
inbetweens can be a real problem. 

Grim Natwick constantly intoned, ‘Bad inbetweens will kill the finest animation.' 

in 1934, when the novice Milt Kahl - having just started work at Disney - first met the great 
Bill Tytla, he told Tytlathat he was working in the inbetweening department. Tytla barked, 'Oh 
yeah? And how many scenes have you screwed up lately?' 
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Like most people starting out, i did all my own inbetweens. Then I got my first 'official' job 
animating for UPA in London. They gave me an inexperienced assistant who drew well, but this 
is what happened: 

We had a simple character of the period, a little girl called Aurora who was advertising Kia Ora 
orange drink. 'Where's the Kia Ora, Aurora?’ 

She looked tike this. 

I drew drawings 1 and 3 and 5, my assistant put in inbetweens 2 and 4. 



He had ambitions as a designer and he didn't like egg-shaped eyes like this: 


He liked circular eyes like this: 


So the inbetweens all went in like this: 



Wobble, wobble, wobble. 









As is common in production when racing to meet the deadline, we end up hiring anybody off 
the street who can hold a pencil. And this is what happens: 



/ 


The inbetweener from the streets doesn't understand simple perspective - so the curved top of 
the cup gets put in straight on the inbetweens. 



Say a live actor is holding an animated coffee cup - 



Result: ‘Frying tonight.' Wobble, wobble, wobble. 


And if it's this wobbly with a simple thing, just imagine what it's going to be like when we are 
dealing with complex drawings. All the shapes will be doing St Vitus's dance. So the assistants' 
or inbetweener’s job is really volume control. 

A lot of assistants worry about the quality of their line - matching the animator's line quality. I 
always say never mind the line quality - just get the volumes right. Keeping the shapes and 
volumes consistent = volume control! When the thing is coloured in, it's the shapes that we see 
- it's the shapes that dominate. 











Whenever we were under the gun and short of skilled helpers, we found if we outnumbered th 
dodgy inbetweens by three good drawings to two bad ones - we just scraped through with a 
acceptable result 


f 

A— 

BAD 


3 
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BAD 


£000 

5 
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When we only had two good ones with three bad ones in between them - the bad ones oui 
numbered the good ones and the result was lousy. 
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If the breakdown or passing position is wrong, all the inbetweens will be wrong too. 
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When we're not accurate, here's what happens: The animator supplies a chart and wants equa 
inbetweens. This is putting them in the right place. 



But let's say the assistant puts the breakdown or passing position slightly in the wrong place ■ 



~tht ASST ptf. 75^4 
/W fiERC ,,, NOT OK- 
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So: Number 4 is wrong, 

3 compounds it 
2 compounds it more. 

And instead of ending up with fluid actions like this - 


o 
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o 
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o 
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- we'll get this all-over-the-place kind of thing. 



One thing an animator should never do is to leave his assistant to make 'thirds'. 


If we need to divide the chart into thirds - 



- the animator should make one of the inbetween positions himself - 


l 



4 

A 


( EXTF£A'v£' tXTT^ME jQTWN 


- in order to leave the assistant to put in the remaining position in the middle. 








Leaving thirds to the assistant is cruel and is asking for trouble - but it's fair to make a chart like 
this, calling for an inbetween very close to an extreme: 



make om msrm erto 3 make one to 


make OfiS (STWAi CuStJZ Jo I MAKE ANOfatfZ l&WN CiO^Z TO 4- 



(KaV8) 

And now we come to the Great Circling Disease. For some reason, animators just love circles. 
We love to circle the numbers on our drawings. Maybe it's because, as old Grim Natwick said, 
'Curves are beautiful to watch/ Or maybe it’s just a creatively playful thing. 


I once worked with a Polish animator who circled every single drawing he made! 



'Is animation, man! Circle! Circle! Circle!' 

You'll notice that so far! haven't circled any extreme positions. In this clear working system 
and method developed by the 1940s, the extremes are not circled, but the key drawing is. The 
drawings which are circled are the ‘keys'. 

Question: What is a key? 

Answer: The storytelling drawing. The drawing or drawings that show what's happening in 
the shot. 
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If a sad man or FiuEirs that makes tiim happy, we'd need just two positions to 

tell the story. 





These are the keys and we circle them. 

These are the drawings we make first. How we go interestingly from one to the other is what 
the rest of this book is about. 

Take a more complex example: 

Let's say a man walks over to a board, picks up a piece of chalk from the floor and writes some¬ 
thing on the board. 



If it was a comic strip or if we wanted to show what's happening on a storyboard, we'd need 
only three positions. Weil keep it simple and use stick figures so we don't get lost in detail, 
These three positions become our keys and we circle them. 

The keys tell the story. All the other drawings or positions well have to make next to bring the 
thing to life will be the extremes (not circled): the foot 'contacts', the passing positions or 
breakdowns and inbetweens. 
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If we time this action out with a stopwatch, we might find that our first key positron at the start 
wflf be drawing 1, Say it takes him 4 seconds to walk over and contact the chalk on the floor- 
we'd circle the second key drawing as 96. And when he's stood up, stepped over and written 
his stuff, it might take another 4 seconds - so our third key could be the last drawing in the shot 
-192. The whole shot would then take 3 seconds. 

OF course, we don't need to time it all out first, but before we dive into animatpriand with at! 
that stuff, we have to clearly set out with our keys what it is we're going to do - and we can 
test our three drawings on film, video or computer. 

We haven't dealt with how he or she moves - whether the character is old or young, fat ortlim, 
tail or short, worried or happy, beautiful or ugly, rich or poor, cautious or confident, scholarly or 
uneducated, quick or slow, repressed or uninhibited, limping or fit, calm or desperate, lazy or 
energetic, decrepit or shaking with the palsy, drunk or frightened, or whether It’s a cold-hearted 
villain or a sympathetic person - in other words ail the ’acting' stuff, plus all the trimmings - 
clothes, facial expressions etc. 

But what we fcave done is made it very plain what happens in the shot before we start. 

If we were to make a diagrammatic chart of the whole scene, it would end up looking some¬ 
thing like this: 
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Important animators are called key animators, and word got round that they just draw the 
keys - anything that they draw is a key - and slaves fill in the rest according to the little 
charts provided by the key animators. Wrong. A key animator is simply like a key executive 
- an important one. 

Many good animators call all their extremes 'keys' - I sure used to. But it makes life so much 
clearer and easier if you separate the keys from the extremes. Actually, I never heard Ken Harris 
ever call a drawing a key, but he would say, 'Draw that one first. That's an important drawing/ 
And it was a key, really. 

I've worked every system, good, bad or half-baked, and experience has convinced me that it's 
best - even crucial - to separate the storytelling keys from the extremes and all the other stuff. 
(Of course, as in our example above, the three keys will also function as extremes.) Separating 
them out stops us getting tangled up and missing the point of the shot, as we vanish into a 
myriad of drawings and positions. 

There may be many keys in a scene - or maybe just one or two - it depends on what it is and 
the length of the scene. Its whatever it takes to put it over, to read what's to occur. 

You can spend time on these keys. 

I remember once visiting Frank Thomas and he was drawing a cat. 'Dammit/ he said. 'I've been 
working all day on this damn drawing - trying to get this expression right/ 



I was shocked. All day! Wow! That was the first time I ever saw anyone working so hard on a 
single drawing. How was he ever going to get the scene done? Finally, the penny dropped. 'Of 
course, stupid, its his keyV It’s the most important thing in the scene! He's got to get that right! 

And it was encouraging to see anyone that great struggling to get it right! 



(sways To ANIMatF) 


1. The natural way, called 


We just start drawing and see what happens - like a kid drawing in the page corners of a 
schoolbook - stick the numbers on afterwards. 

Disney director-animator Woolie Reitherman said, 'When I didn't know what I was doing in an 
action, I always went straight ahead. I r d just start on ones. Half the time I didn't know what I 
was doing. To me, it's fun. You find out something you wouldn't have found out otherwise.' 



ADVANTAGES 


WE GET A NATURAL FLOW OF 
FUJI!?, SPONTANEOUS ACTi(ON . 

ITHAZTke VIIALUY CF IMPROVISATION . 

ITS VERY CREATIVE- WE GO WITH 
Nile FLOW - TAKING ALL OFTZe/CTioN 
AS \TCONALONG. 

Often ikt unconscious minp 
starts TO kick in* like authors 
SAYING THEIR CHARACTER tells 

them whaw going 70 happen. 

iTCANFmWcE SUWp/SK-/WGtc' 
ITS FUN. 


pis advantages 


'—" 1H1 nos start to wander. 

—— TIME STRETCHED AiT the SHOT 

Gets longer 2D longer.. 
CHARACTERS GROW dO SHRINK 

-— WE CAN TEND TO MfSS. 1%e POINT 
OFThe SHOT 2 kC HOT ARRJVE AT 

The right place at ikt right ti Mi 

“TV director HATES US beta usl 
HL/SHE CAN'r SEE WHATS HAPPEN! 

ITS LOTS OF WORK TO CLEAN U 

The Mess afterwards - W it 
HARP TO ASSIST 

.— ITS EXPENSIVE -PbePfSODVC, 
HATES US. 

■— IT CAN BE HARD ON The NERVES 

map artist ?ul ! nervous break 

PON M TME as we CREATIVELY 

leap IN 2hG thrash around 

IN The VOID - ESPECIALLY WON 
.LOOM!NO DEADLINES' 
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2. The planned way, called 


FOSE 'TO POSE 


First we decide what are the most important drawings - the storytelling drawings, the keys - 
and put them in. Then we decide what are the next most important positions that have to be in 
the scene. These are the extremes and we put them in - and any other important poses. Then 
we work out how to go from one pose to another - finding the nicest transition between two 
poses. These are the breakdown or passing positions. Then we can clinically make clear charts 
to cushion and ease in and out of the positions and add any finishing touches or indications for 
the assistant. 


To illustrate how effective the pose to pose method is, the brilliant Disney art director-designer 
Ken Anderson told me that when he was making layout drawings of characters for animators 
working on Snow White and the Seven Dwarfs, he drew lots and lots of key poses of Grumpy 
for each shot. Ken's drawings were then given to one of the Grumpy animators. Ken found out 
later that the guy just put charts on the drawings, handed them to his assistants and went off 
to lunch, and took the credit, for what in effect, was Ken's fine animation. 


ADVANTAGES 

WE Get 

Wie ‘POINTOFTLe. SCENE I S NICE 

3-ttd CLEARS ■ 

ITS STPllCrtim , GALCULA 7 W , TO *( CAL . 

WE CAN GET NICE VRAWINGS ok 
CTEARp/ READABLE POSITIONS. 

irk IN ORDER- Qht kjOHTTWNGC 
HAPPEN AT RIGHT TIME IN 
-ike RIGHT PLACE (H1tie OVLRALLTlME 
ALLOTTED- 

7k DIRECTOR LOVES US. 

ITS EASY TO ASS (ST- 

ITS A QUICK WAV TO WORK * J 

(AS UR Jo TO MORE SCtfMES. 

■“fk PRODUCER. LOVES US. 

WE KEEP SANE, OUR HAIR ISHT 
St anting cw em* 

- We earn mope monev as we are 
seen to be responsible PEOPLE 

Old C LEAREY NOT MAP ARTl STS- 
PLoow cm Have to pepvft on TIME at) on 

BuOGFT, SO gg/O-WA/CP is Nor-hf WALDED 

A> much as ET-pA&urf- t Htpk Em 
wo eking Both sipps CFie fence. T/^y pctir 

pay us foTiaek the/ Jay us pot petiveRY- 


T>lSAPVAmGES 

— Rum AND ITS A BIG SUE 
WE AM6S %e FLOW- 

- die ACTION CAN BE A BIT CHOPPY 

A SIT UN NATURAE- 

■ - AND IF WE CORRECT THAT 1 C ! ARP 

A LOT OF OVERLAPPING ACuoHlo 
lTCAN GO EASILY iSe OTHER WAS 

w pf rubbery sk squish y- 

EQUAUM UNNATURAL- 

■—’ it can St too eitfral -a Bn 

CQLD-BLOOPER. NO SURPRISE 
-— WHEBuSiL-e MAGIC? 
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So it’s pretty obvious the best way to work is going to be: 


b. QtW CJCMmADOH'Cf SmAlGt/T AHEAP W FPSF T& FPSg^ ) 

First we plan out what we're going to do in small thumbnail sketches. (It's also a good idea to 
have done this with the other two methods.) 

Then we make the big drawings - the storytelling drawings, the keys. Then we put in any other 
important drawings that have to be there, like anticipations or where hands or feet contact things 
- the extremes. Now we have the structure, just as we had with the pose-to-pose system. 

But now we use these keys and important extremes as guides for things and places we want to 
aim at. After you get your overall thing - go again. Do one thing at a time. We'll work straight 
ahead on top of these guideposts, improvising freely as we go along. 

We'll do several straight ahead runs on different parts - taking the most important thing first. 

We may have to change and revise parts of the keys and extremes as we go along, rubbing bits 
off and re-drawing or replacing them. 

So: we make a straight ahead run on the primary thing. 


Then take a secondary thing and do a straight ahead run on that. 
Then take the third thing and work straight ahead on that. 

Then the fourth thing, etc. 

Then add the hair or tail or drapery or flapping bits at the end. 


ADVANTAGES 

WORKING THIS WAV COMBINE 
Ike. SiHUCrURBP PLANNING OF 
WOBKIN& FeoM POSE To POSE 
WITH NATUPaL FBPEFPOW 

orfh Straight aHjtp apppoch. 

- /TS A BALANCE BETWEEN 

PLANNING -SPONTANEITY. 

' Its: a balance Between 
cold bloodfpne&s 
W PAS2/ON. 


disadvantages 

none that l Know of ,, 
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Let's take our man going over to the blackboard again. 

What do I do first? 

Answer: The keys - the storytelling drawings or positions that have to be there to show what's 
happening. Put it where you can see it... so it reads. 




What do we do next? 

Answer: Any other drawings that have to be in the shot. Obviously, he has to take steps to get 
over to the chalk - so we make the 'contact' positions on the steps where the feet are just 
touching the ground. 

There's no weight on them yet - the heel is just contacting the ground. As with the fingers just 
contacting the chalk - they haven't closed on the chalk yet 

If we act all this out, we might find he takes five steps to get to the chalk and bend down. I 
notice that when I act it out, I automatically pull up my left pant leg as I bend down, then I put 
my hand on my knee before my other hand contacts the chalk. I would make an extreme where 
the hand just contacts the pant leg - before it pulls up the pants. 

These will be our extremes. We're working rough, sketching things in lightly - although we 
probably have made rather good drawings of the keys. (I haven't here, because I'm trying to 
keep it simple, for clarity). 
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We could act It out, timing the steps and putting numbers on the extremes or we could leave 
the numbering till later. I would probably put numbers on it now and test it on the video to see 
how the timing feels as his steps get shorter - and make any adjustments. 

What next? 

We r ll break it down, lightly sketching in our passing positions or 'breakdowns'. We won't get 
fancy about it now - the fancy stuff comes later in the book. For now, we’ll just make the head 
and body raise up slightly on the passing positions of the steps - like it does on a normal walk. 


PASS/N& PesmOH 
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We'd probably Have numbers on the drawings by now r and when we test it, we've got three or 
four positions for every second - so it’s easy to see what our timing is. And to make any adjust¬ 
ments. And if the director wants to see how we’re doing - it looks almost animated. 

Now we'll make straight ahead runs on the different parts - using our extremes and breakdown 
positions as a guide - and altering them, or parts of them, if we need to as we go along. Take 
one thing at a time and animate it straight ahead. 


■SEPARATE rim oh heap 



separate Hun oh feet 


Maybe he's mumbling to himself, or maybe he's talking - maybe his head just wobbles around 
with self love. Whatever it is, we'll treat it as a separate straight-ahead run, working on top of 
what we already have. 

Well make another straight-ahead run on the arms and hands. Maybe they'll swing freely in a 
figure eight or a pendulum movement; or maybe they hardly move before he reaches for the 
chalk. Maybe he pulls up his pants as he moves along - or scratches or snaps his fingers nerv¬ 
ously, or cracks his knuckles. When we arrive at our key, we might rub out the arm and alter it 
to suit our arm action. Or delay his head. Or raise it early to look at the board. 

We can do lots of interesting things with the legs and feet, but for now we just want them to 
function smoothly. (I'm avoiding the problem of weight at this stage because the up and down 
on the head and body that we have at the moment will be adequate for now, and the figure 
won't just float along.) 

When he writes on the board, we'll treat that as a separate run. If he has long hair or a pony 
tail, we'll do that as a separate straight-ahead run. His clothes could be a separate run, baggy 
pant legs following along. If he'd grown a tail, that would be the last thing we'd put on. 
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I've shown these things in different colours to be as clear as possible. In my own work I some¬ 
times use different coloured pencils for the separate runs - then pull it all together in black at 
the end. I was delighted to find that the great Bill Tytla often used colours for the separate bits, 
then pulled them all together afterwards. 

To recap: 

Having made the keys, put in the extremes, then put in the breakdowns or passing positions. 
Now that we've got our main thing - we go again, taking one thing at a time. 

First, the most important thing. 

Then, the secondary thing. 

Then, the third thing. 

Then, the fourth thing etc. 

Then, add any flapping bits, drapery, hair, fat, breasts, tails etc. 

The general principle is: 

After you've got your first overall thing - go again. Do one thing at a time (testing as you go 
along). Then pull it all together and polish it up. Make clear charts for the assistant to follow 
up or do it all yourself. 

It's like this: 



sr&Ry board 

■\r 

OB- LAYOUTS 
(THUMB sketches) 


(JSys) 
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Of course, you can work any way you want There are no rules - only methods. You might feel 
like ignoring all of this and just work straight ahead or work from pose-to-pose, or start one 
way and switch to the other - why not? 

What's to stop us re-inventing the wheel? Lots of people are busy doing it. But on the other 
hand, why bother? 

This method of going at it was developed through concentrated trial and error by geniuses and 
it's a wonderful basis on which to operate. Having used just about every approach going — 
including no system - I've found this is the best working method by far. Get it in your blood¬ 
stream and it frees you to express yourself. Use this technique to get past the technique! 

Milt Kahl worked this way. Near the end of his life I told him, 'Now that I've been working the 
same way, I really do think that - apart from your talent, brain and skill - fifty per cent of the 
excellence in your work comes from your working method: the way you think about it, and the 
way you go about it.' 

‘Well..he said thoughtfully, 'you're right. Hey, you've gotten smart!' Milt often told me that 
by the time he'd plotted everything out this way, he'd pretty much animated the scene - even 
including the lip sync. Then he'd finish putting numbers on the drawings, add bits and make 
little clinical charts for the assistant - easing things in and out. He complained he never really 
got to animate because when he’d finished plotting out all the important stuff - it was ani¬ 
mated. He'd already done it. 

I rest my case. 


( jlpSnNCf, TESTiN^ 7£S7/Nff~T ) 

I always use the video to test my stuff at each stage - even the first scribbles - time them and 
test them. In the 1970s and 80s, Art Babbitt used to get mad at me for it - 'Goddamit, you're 
using that video as a crutch!' 'Yes,' I'd say, 'but is it not true that Disney first instituted pencil 
tests and that's what changed and developed animation? And don't you always say that pencil 
tests are our rehearsals?' 

Assenting grunt. 

'And what's the difference between rushing a test in to the cameraman at the end of the day 
when he's trying to get home, and if he does stay to shoot it, hang around the next day till 
the lab delivers the print and mid-morning interrupt the editor, who's busy cutting in the 
main shots, and then finally see your test - when we can use today's video and get a test in 
ten minutes?' 

Art would turn away, 'I am not a Luddite.' (Machine wreckers protesting the Industrial 
Revolution.) 




Whenever Ken Harris had to animate a walk, he would sketch out a quick walk cycle test an 
we'd shoot it, pop the negative in a bucket of developer, pull out the wet negative (black filr 
with white lines on it), make a loop and run it on the moviola. 

Tve done hundreds of walks,' Ken would say, 'all kinds of walks, but I still want to get a te< 
of my basic thing before I start to build on it.' 

Bill Tytla said, 'If you do a piece of animation and run over it enough times, you must see what 
wrong with it' 

I actually think the video and computer have saved animation! 

Certainly the success of Who Framed Roger Rabbit contributed substantially to the renaissanc 
of animation, and having the video to test everything as we went along was crucial to us. W 
had a lot of talented but inexperienced young people, and with a handful of lead animators w 
were able to say, 'Take that drawing out, change that one, and put more drawings in here' et< 
This enabled us to keep improving everything as we raced along, so we were able to collet 
tively hit the target. 

Milt always said he would never bother to look at his tests. 'Hell, I know what it looks like - 
did it!' He would wait to see several of his shots cut together in a sequence but only to see ‘ho\ 
it's getting over'. 

But that was his way. I have never reached that stage and probably never will. I test everythin 
as I go along and it really helps. We're building these performances, so why not test oi 
foundations and structure and decorations as we proceed? And since it reveals our mistakes 
mistakes are very important since we do learn from our mistakes - we make our corrections an 
improvements as we build. 

Of course, at this stage I wouldn't have a problem routining my way through a job withoi 
testing - but why? 

The video or computer is there, so let's use it. 

An interesting thing I’ve noticed is that when animators get older their perception of time slow 
up. They move slower and animate things slower. The young guys zip stuff around. So, th 
video is a useful corrective to us old bastards. And young ones when it's too fast. 


Before we dive into walks and all the articulation stuff, there are some other important camera 
techniques we should know about. 

On the next page is a 'classic' exposure sheet called the X-sheet or dope sheet - the first sight 
of which is guaranteed to put any beginner or artist off the whole business. When I was a kid 
and first saw one of these I thought, 'Oh no, I don't want to be an animator anymore. I'll just 
make the designs for other people to move around.' 

Actually, it's awfully simple when you make friends with it. 


It's just a simple and efficient form where animators write down the action and dialogue (or 
music beats) for a scene or shot - plus the information for shooting. 


Each horizontal line represents a frame of film. 

. _ 

C,> ONE FRAMg _ 


ft 


The columns 1 to 5 show five cel levels of animation we can use if we need them. (Usually you 
need just one or two.) —-—— 


ACTION 

OlAL 

5 

4 

3 

2 

1 

BG 
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The ACrTiCsh! column is for 
us to plan out our timing — how 

long we want things to take. 


The P/AL column is for 
the measurement of the 
pre-recorded dialogue and 
sometimes the breakdown 
of music into beats etc. 


I his 'classic' X-sheet is 
designed to hold 4 seconds of 
action (1 second = 24 frames). 

II has darker lines to show 
the footage, which is 6 feet 
of film (1 foot = 16 frames). 
Many animators always 
number the footage going 
down the page. 

I've also written In the 
camera dial numbers - the 
frame numbers in the camera 

column. 

Some animators time things 
out by thinking in seconds. 
Others think in feet = 2/3 of 
a second, 

Ken Harris thought in feet 
and would tap the end of his 
pencil every foot. I think in 
both seconds and feet, but 
seconds is easier for me. 

Also, you can think In 1/2 
seconds - 12 frames to a half 
second. That’s march time, 
which is quite easy. 


{Computer animators please 
bear with me here - you 
obviously have your own sys¬ 
tems of timing.) 





























































































































































We'll plan out the action using the action column. 


Ken Harris always said, 'Come on, now, you can 
have fun doing the drawings later, but do the 
important part first — time if all out/ 

So we T d use a metronome or a stopwatch and Pd 
act it out several times, and we'd mark down on 
the sheet where things would happen. 


Let's take our man walking over to pick up the 
chalk: 

We've got him taking five steps to reach the chalk. 

When I act it out, the first two stops are leisurely - 
IS frames long (2/3 of a second). 

Then during step 3 he sees the chalk, and this step 
is slightly quicker -14 frames, 

His fourth step is quickest - 12 frames. 

On step 5 he slows up slightly - 14 frames and 
he's already started bending down, which 
takes over 2 feet till his hand contacts the chalk. 

I've got him tucking up his pant leg above the 
knee as he goes down - which takes 8 or 10 
frames. 


Of course, we can change ail this as we work, but 
this becomes our guide and the points to aim for 
as we go along. 

Now we can put the numbers of these drawings on 
the page as I've done here. 

Incidentally, although numbers 1 and 96 are keys 
and we've circled them, we don't drde the num¬ 
bers on the X-sheet. 
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The flue available F cel" levels cm this X-stieet are there so we can *reat each character or 
separately. 

Why have different levels — why not draw everything cm one level? 

Answer: You can, but what do you do If you want to change the timing on one grtwo parts of 
the action and leave the other bits as they are? However, it's a j^ood idea to try to keep to just 
one or two levels for simplicity. 

If we wish to use all five levels, start with the main action on level 1. Say a man walks in from 
one side of the screen and 3 cat walks in from the othr-r. We animate our main action man on 
level 1 * and the cat on level 2* adding a ‘C after the cat numbers: 1-C* 2~C # 3-C etc., so as not 
to confuse it with the man drawing, The man drawings, or main action, don't need an Iden- 
titying letter. 

If a woman passes in front of them, wed put heron levef 3, adding a J W' behind liw numbers. 
If a truck was to stop in front of them, we'd use level A for the truck and add a T to the 
truck drawings. 

If It's raining, we'd put the rain drawings on level 5, adding an 'R' after the numbers. 

The X-sheet would look something like this: 
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This system obviously enables the cameraman to stack his levels correctly - working from ihe 
bottom up - and take a frame of film with alt the numbers across matching the dial number cm 
Ills camera. 

But there is one very important thing here: 


A*?£ VOUA MEMBER OF K 

Keep It Simple, Stupid! 

Use simple numerical sequences! Animation is complicated enough without making it any 
worse. 


73 


















































My year* in England taught me that the English just love complexity, A very brilliant friend, 
who is a top Oxford mathematician, called me up and said. We're about to penetrate your prin¬ 
cipality/ l said s Yon tnean youV& coming to visit?' 'Indeed/ Wovr p ' I said. 'You just used nine 
syllables to say what a North American would say In two! Vl-Stt! 1 

We sure used to pen-e-trate-our-prirvci-paMt-y with onr exposure sheets until Ken Harris 
joined ttie team. 

h 

They looked something like this: 
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Can you imagine trying to make any changes or improvements when you're weighed down 
with numbers like this? it would be tike re-numbering the Encyclopaedia Biitanmca. 

Not only were our numbers complicated, but our action went from two frames to three frames 
then to four frames, bumping along then back to two frames etc., giving a jerky stop-start result 
to the movements. 

When we had just one level of action - say It's a tiger - everyone would call the drawings Tl- 
1 and Tl-2 and T1-3 etc. One day I asked, ’Why are we doing this?' The answer from the head 
of the department came, 'So we know lt r s a tiger.' But we can see it's a tiger! Why not number 
It simply 1 and 2 and 3?' Answer; 'That will just confuse the painting department' 

And it's not just the English who can overcomplicate! I once saw the working sheets of an 
established American animator who r s written two books on the subject, and his numbers 
looked like this: 


All smudged and rubbed out 
and re-entered .. . 
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And then the first real live master animator arrived to work with us. On his first 
day Ken Harris lightly pencilled in simple numbers going down the page on 
'twos', that is r two exposures per drawing. That was the first time I ever saw 
anyone go down the page on twos! 

Ken usually planned his action on twos: twelve drawings per second, shooting 
each drawing for two exposures, instead of working on 'ones', one exposure 
for each drawing, which is twenty-four drawings per second - twice the amount 
of work. 


Ken was from Warner Bros - used to tight budgets; the animators had to 
produce an average of 30 feet (20 seconds) a week or be fired. 


Since most normal actions work well on twos, Warner animators tried to 
avoid putting actions on ones. 


When he needed to go onto ones for fast actions (runs 
etc.), he'd just number it in on ones. i.e. 


Then he'd go back on to twos 


'Ok, Ken, but what do you do when 
you've worked it out on twos, but 
you find you want to add in ones to 
smooth it out more?' [^T y 

Answer: Add 'A' drawings* 

Great, so now all this TXL-1 and PP-2 
3/4 stuff goes out the window. We're 
not weighed down with meaningless 
technology. It becomes simpler to 
work and easy to make changes and 
improvements and we start getting 
better. 
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But there is an even better and simpler system! 





































































































































































Qfite. gfST HUMB0Z1NG SYSTEM^) 


Milt Kahl called it his system, but I suspect that the good guys at 
Disney all discovered it around the same time - it's so logical. 

Just use the camera dial numbers for the drawings. Co down the 
page on twos but use odd numbers. 

Then if we do need to smooth something out or we need very fast 
action, we just add in the ones. 

Milt told me, 'Whenever I see my drawings with odd numbers 
on them, I know l r m on twos and when I see even numbers, I know 
I'm on ones.' 

I asked, 'What do you do when you want to get into a hold - just 
indicate you're holding that drawing with a fine? And when you come 
back in do you start again on the dial number?’ 

Answer: 'Yes. Come back in on the dial number.’ 

Not only does this make it easy for shooting, but it's 
easier when you do need several levels of action. 

We've now got the same dial numbers horizontally 
across the frame of film. 
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So, just go down the page with odd numbers - on twos - 
and drop in ones when you need them. 

It's simpler and frees you to concentrate on the work. 

Boy, did my output and quality improve! 

There are a couple of other things to mention before we start in 
on the great argument of ones versus twos. 







































































































































There's a very important thing I learned from Ken Harris. I know it 
sounds crazy - but if you have a series of B drawings - don't put 
the B in front of the number, i.e. 

JjiIL 

Put the B after the number, i.e. - r — 

3 _ _ 

£ 

We want to think as simply as we can. Ken said, 'Look, you don't call me Mister Ken. Put the 
letter behind so all you think of is the numbers.' Put any formality or whatever behind. It may 
seem mad but it helps you do more work. Try it All we’re really doing is thinking of series of 
numbers from 1 to 10. Anything to keep it simple. Nobody could figure out how this sick old 
man could produce so much work-and of such high quality. He just kept everything as simple 
as could be* 


3 - l • 
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1 BG 


Two more things: 

The only time you should circle a drawing on the X-sheet is when 
a cycle of action re-starts - when we're repeating the same set of 
drawings. We circle drawing (1) to alert the cameraman that it's 
out of sequence with the normal dial numbers. 

Then we circle the drawing in the correct dial number when we 
come back to a normal sequence. 


My rule is: The only time you ever put a letter 
in front of a number is when you have an overlay cel 
(of something in front of the characters). 

Then you put 0-1 (for the overlay cel) or for a held cel 
(somebody's stationary feet, for example) and call it H-1 
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(jfhe &Rf=AT QhES a«<j TWOS S4FT T-E J 

Some people always complicate the numbering by calling ones and twos, "singles' and 'dou 
bles’. In fact "singles' is from a 1940s term for inbetweening when the animator did drawing 
1 and 3 and 5, made an evenly-spaced chart and said to the assistant, 'I’ve left you singles.' 

f 2 


2- 4- 

V 

i.e. single in betweens 

But when to use ones and when to use twos? 

The rule of thumb is - use twos for normal actions and ones for very fast actions. For instance 
runs always have to be on ones - normal 'acting' on twos. 

Walks can function nicely on twos, but they're going to look better on ones. 

Obviously, life is on ones (or whatever speed we film it on), but twos work well for mos 
actions and, of course, it's half as much work as doing it on ones. And half as expensive 
Working on ones is twice as much work and expense all the way down the production line. 

Apparently, in the early 1930s as Disney's animators got better and better, costs were sky 
rocketing, and since twos work for most things, they tried to stay on twos whenever the 1 
could. 

A lot of great animators even say that twos are really better than ones, that ones lead to ; 
mushy result, that broad, fast actions on twos 'sparkle' and adding ones diminishes tha 
vitality. Well, yes, this is true if the ones are just dumb, mechanical inbetweens. 

My experience is different. I've found that if you plan for ones, the result is usually superior t< 
twos. 

I feel that twos are an economic answer to an artistic question. With twos being half thi 
work, everybody gets to go home on time, and why would I make a case for ones? Hell, I wa 
a studio owner. 

When I was re-learning ail this stuff, I would wait till my animation on ones was traced an< 
painted, then I'd shoot it on ones as planned and then I'd take out every other cel and shoot thi 
rest on twos to see if it 'sparkled' and was better. 

In all but one case, ones worked better. The time the twos worked better was when J had an oh 
lady pulling out a doctor's stethoscope from her pocket. The ones produced a very smootl 
movement. 








It worked just fine, but then I removed every other painted inbetween and shot it on twos. It 
was better on twos! I cannot figure out why - it just was better. 

So they're partly right, I guess. But I became addicted to using ones whenever I could - ones 
seem to make for compulsive viewing and that's what we're after. 

Art Babbitt used to nag at me for using ones. ‘That's too realistic - one of the things about ani¬ 
mation is that it's not like life!' But I would often add ones to Art's work when he wasn't look¬ 
ing and it came out better - and he liked it better. 

Computer animators have everything on ones - with perfect inbetweens - and it hasn't dimin¬ 
ished the appeal of their work - rather the reverse. And twos tire the eye after a few minutes. 

I feel that ones are twice as much work, but the result is three times as good. Compulsive view¬ 
ing, easy to watch. 

I think my co-animator Neil Boyle said it best: 

Twos work - ones fly.’ 

And Ken Harris, who spent most of his life working on twos, would say to me when I'd be 
putting ones into his stuff, 'Oh, it's always better on ones.' 

There's one thing that always makes me crazy. When you have a character animated on twos 
and the camera is panning with it on ones you get stroboscopic jitter. Either pan with it on twos 
(not great) or add in single inbetweens so it doesn't strobe! 

Some of the really good guys do this. It's a mystery to me. Why don't they add single 
inbetweens so it doesn't strobe? 

Maybe its because a lot of things don't show up on the pencil test. It’s when it’s coloured 
in that we see the bumps. 

(CONCLUSIONP) 

It's a combination of twos and ones. Not only but also. 

Normal actions on twos - which is the bulk of our work anyway. 

Fast or very smooth actions on ones. 

Normal spacing on twos. Far apart spacing on ones. 




Qjke- TOP BOTTOM PEGS S/kTTLB 


An endless debate has gone on among classical animators about whether to register the draw 
ings on top pegs or bottom pegs. At present, bottom pegs seem to have won out; most peopl* 
seem to be animating using the bottom pegs to hold their drawings. 



Frank Thomas has said, 'Getting off the top pegs and working on bottom pegs has actuail; 
advanced the art of animation because you can roll the drawings as you work and see what' 
happening - whether the creature is doing what you want.' And that's had a tremendou 
influence. (Disney animators all work on bottom pegs.) 

Alternatively, Ken Harris spent his life on top pegs and would flip his drawings and see what' 
happening - whether the creature is doing what he wants. (Warner animators all worked to] 
pegs). 



Goddam lazy cameraman 


Ken would sometimes go red in the face and explode, 'You know who started that whoh 
bottom pegs business? A goddam lazy cameraman who didn't want to be bothered reaching 
all the way under the glass pressure plate to place the cels at the top! He's the bum wh< 
started bottom pegs!' 

















It comes down to something like this: 




If you only have four fingers you can sti 
four sheets at once, plus the bottom dra 
- giving us five images. 



When Ken had calmed down, he used this example: 

i 


SAY / WAS OFFEigJHG- YOU A C/GA& Ff>OA f A CiQMt &OX - 
WOU£0 YOU PIK£ Me iz> PR&SeNT it to you 



81 














And what's going to make it easiest to draw? 


L-IK& OR t-IK&'Tttfz'? 



Add to this the fact that most of the discs that animators use are made of heavy metal with insel 
panning bars with screws to tighten and release them for sliding pans. It's pretty awkward witt 
all these points sticking up and we unconsciously have to dodge the pegs as we draw. 




ouc ^ ■ Oacul ouch! 

The engineer who made most of the equipment for my English studio arranged the panning 
bars differently every time. I had to fire a guy once, and his close friend - who was very talent¬ 
ed - quit with him. To get even with me they ordered a special disc (on the firm) made with 
three panning bars for different field sizes, top and bottom - six in alii By the time you added 
in the screws it looked like this: 



Bpwj tvcviJ) you to 

DPAW cw 7H19 ? You COULD 
£7VD Up^AJ QtPE 




















But how often do you really use the panning bars? Not too often, in my experience. 

One day about fifteen years ago I found layout artist and designer, Roy Naisbitt, working on a 
big piece of white plastic Perspex (Plexiglass) with a peg bar just taped on to it 


What a solution! 



You tape the pegs on wherever you want, top or bottom. 

Also, I keep a heavy metal disc with panning bars beside the desk for when I very occasionally 
need it for a mechanical pan. 



This also allows you to tape on taller pegs to carry more drawings if you're on top pegs. The 
shorter peg bars are OK for bottom pegs, but the drawings keep falling all over the floor. Again, 
an elastic band helps. 

I'm delighted to see that Roy's solution has spread through the industry, as I've seen several 
animators walking ,around in Hollywood with Perspex discs and a taped-on peg bar tucked 
under their arms. 

It works just fine, I animated the first close-up on Who Framed Roger Rabbit in a Welsh hotel 
room with a Perspex disc on my knee - and top pegs! 

I work both ways. Again, it's not only but also. Top pegs is great for drawing and bottom pegs 
is great for rolling. Take your pick. 

Obviously, computer animators are free from all this tactile nonsense - but I'm sure you have 
equivalent stuff to cope with. Having started out as a drawing animator, Jim Richardson, now 
a computer animator, tofd me that when he first switched over to the computer, he found it was 
like 'animating with a microwave'. 














MORE ON SPACING 


Somebody once said an animator is something between an artist and a garage mechanic. 
Here's more nuts and bolts from the garage - but very interesting ones, and it really helps to 
know them. 


Ken Harris showed me this one: 




Say we've got a telephone pole moving up quickly in perspective. Where do we put our middle 
position? 
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Wrong. Even after fifteen years' experience I got it wrong. And nearly every professional I've 
asked since has gotten it wrong. 


Here's where the middle position is: 



Rule in the lines like this and the cross point tells us it's here. At least technically. And just keep 
doing it: 



This works well for fast moves. However, for more normal moves it's best to cheat it - split the 
difference - and come back about half way to where our first guess was. Do that throughout 
and you'll get a better result. 
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So when we're going to turn a head, it's going to be the same kind of thing: 


AST BAB&lTr 
SHoMzP US 
THIS - 


A To B 




IA WEJUSVIHBZIWEBN IT- 
iT will lock like itc f^rruees 
£ UPE AROUHP Uhl MEAD WHILE 
Tie READ RDM A//VS SrAT/C- 



so m p/s Place tMr 
MIDDLE PO&mOHTO MAKE 

ir coMvma ms- - 



also mrmDTa 
ROWER OUIO HEAD 
ON A TURA/. 



Incidentally - on a head turn, Ken Harris showed me this: 




Do it yourself or have somebody else hold up two fingers. Look first at one, relax, then turn the 
head round to look at the other finger. During the head turn, something interesting will hap¬ 
pen. The person will blink. The eye, switching focus from one side to the other, will blink en 
route. (Unless they're frightened - then the eyes will stay open.) 


So weRe Probably 

Bum EHEJHGj T&eTUCA/ - 
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(Classic iNM€7WE&i Mtsmi&s j 
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OHTpN WHEN 
FACTD wmi 
A BPEAK.EQWN 
HALF WAV BeTWfiErt - 


VVF GfcT 

THIS - 



' Tfrir, i punr 
Kl&HT itfike- KME>t>UP 
Pim YOU SMO ' 


TT/S fS T/D/OATTT BUTike. 
PG>JMVAKENTOFTEN HAPPENS 
WITH COMPLY IN BETTY BE NS - 


Every drawing is important. We can't just have brainless drawings joining things up. In one 
sense there are no inbetweens - all the drawings are on the screen for the same amount of time. 


AMP, (GttO&NG OU.fE 
TaAEPHoNF POPP pPlHClPLE- 
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Ideally the inbetweener should understand and be able to complete eccentric actions. 




AND NOT LIKE TtfuS 


BUT L-IKE TfriG ' 



C 


WATCH YOUfC AfZCC 




Most actions follow arcs. Generally, an action is in an arc. Most of the time the path of action 
is either in a wavelike arc or in a sort of figure 8: 



But sometimes it Is angular or straight. Straight lines give power. 




N£> ARC 


- - «- 


^ p\£T7WCE 

GiQES. STT^W'Stfr 


ARC 


< -^ 

LONG, PfeTANCE 
&0&2 IN AN APC 
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DO m JOIN THFM UP Htt£ TUJSf 


-OE UKe 7W/S 


tVe'tt GFT AW UTTBRIJ PIFF&R&NT P&RiXlP ~ 50 |V£ POLL OR. FLIP Pt. VPAW/HGS 
To MAKE SURE WHATibe- ARC OF Tie- ACTION OR PATH OF ACT ION SHOUFP Bf 


Often 

WF GrFTTA/iS" 

jUgc/AtPY 
WF <3FTTp/S - 

NEWZR OHSTUNO NOR TUB OTh'BR 
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IF IT IShir IH ilt<LA££> OF PATH Or ACTfOH -Tk&AH/MAVOH WITT MOT FrC 
Got To Go Wnrl Tfat Flow f ufihg- AV-CT (auiz ss 4 otpaight is EeQuiPt 

The stuff on these pages looks awfully simple set out like this - 'Oh, I knew that.' But as s< 
as we get into sophisticated images and actions this all tends to go out the window. 


I recently heard about a Hollywood assistant, a talented draftsman who was working on r< 
istic horses (about the hardest thing there is to animate). He drew the stuff beautifully, bul 
just couldn't get the hang of keeping things in the right arcs. His directing animator, Jar 
Baxter, finally suggested he take a blue pencil and just trace the horse's eye positions se 
rately and look what was happening to the flow. Clink! The penny dropped. 




/s^or 
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'FcFOPF 
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aftpf 
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So we're back to the old bouncing ball again. 


These basic things are so important. Most animators would say scornfully - 'Oh sure, 
bouncing ball ~ everyone knows that.' But do they? 


(& A HTA.VY BILUAP& 

A^ it p/?ops - won't it? 



I MEAN, YOU COLiWN r 
HAYF A HSAVY BILLIARD 
BAH FLOWiHF UP AS 
/T FALLS., CouU> YOUT 






A GML Ilk AiF (H tie f/M/VG ihlGke SPAOm! 


F 


L 


BUT TVl& IS FXACUF 

wfatf tv a pmvHViAuy 
Pa sum up iNBtgacnoH 

pcoo TOP- ANiWAi&GS, 


GETTING MOpe MOVEMENT WITHIN The MASS 


Now we can start getting more sophisticated. We're going to keep finding ways to get me 
ment within movement, action within action - getting more 'change', more bang for the bi 


92 





Ken Harris showed me how to exaggerate a hit. 
Say a creature shoots through the air to hit a cliff: 



We'd need about five drawings - even spacing on the head - to get him over to the cliff. 
The figures overlap slightly to help carry the eye - on ones, of course, because it's a 
fast action. No inbetween between 5 and 6. 



To get more impact, more power to the hit, add in another drawing where he just touches 
the cliff, just contacting it before he's flattened on the following frame. This will give more 
'change' - action within action. 



Now to give it yet more impact, we take out drawing number 5, throw it away, 
and stretch out the drawing that's touching the cliff. It becomes our new number 5. 



Now our action kind of leaps a one frame gap. We won't see it, but we'll feel it and it will u 

give a much stronger impact to the hit. 


There’s an interesting thing here which takes us right back again to the bouncing ball. 


In 1970 I showed Ken an early edition of Preston Blair's animation book when I was question¬ 
ing whether we need that amount of squashing and stretching of things. (You can gather by 
now that I'm not too keen on 'rubber duck' stretching around - although twenty-five years later 
that was what was required on Who Framed Roger Rabbit, a cartoon of a cartoon.) I noticed 
that Ken, though famous as a broad action animator, used squash and stretch rather sparingly. 
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f had the page open on the bouncing ball. It was like this - which certainly works OK. 


Ken said r 'Yeah, sure, but wait a minute - never mind that. We can make this much better. We 
need to have a contact in here before the squash.' 




'Put in a contact where the ball just touches the ground and then it squashes. That'll give it 
more life.' (Move the preceding drawing back a bit to accommodate it.) 



'And do we do the same when it takes off again?' Answer: 'Not in this case - just when it 
contacts. You get the "change", then it's off again.’ 


The animation grapevine flows like lightning: 'Did you know Ken Harris in London has correct 
ed Preston Blair's bouncing ball?' Preston's next edition came out like this: 



Perfect. 
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This is not done to show disrespect for a skilled animator like Preston, who was the firs 
classical animator to make real animation knowledge accessible, or to put him down in an 
way. Ken was just showing an important device to get more action within the movement. 

Ken continued, showing the same idea with a frog. 




'Have him contact the ground before he squashes down. Then keep his feet contacting th 
ground as he takes off. That'll give more change to the action.' 

Next, a jumping figure. 


This is great because we're getting more 'change' - more contrast - straight lines playin 
against curves. We're doing it with bones as well as round masses. We can use straight line 
and still get a limber result. More on this later. We don't have to be stuck with rubbery shape 
to get smooth movement. This will also free us from having to draw in a prescribed cartoon 
style because it 'suits animation' and is 'animatable'. 

I'm using crude drawings here because I want everything to be crystal clear. I just want to sho\ 
the structure and not get lost in an overlay of attractive detail. 



'Have at least one foot contacting the ground before the squash down, then leave at least on 
leg still contacting the ground as he takes off again.’ 









il-it ElONCrATm mETWmhl ) 


In the 1930s, when animators started studying live action film frame by frame, they were star¬ 
tled by the amount of transparent blurs in the live images. In order to make their movements 
more convincing, they started using stretched inbetweens, Ken used to call them 'long-headed 
inbetweens'. 


For a zip turn - on ones - although it also works for two frames: 



Let's take these drawings of pounding a door. Shoot the inbetween (2) on 
ones. This is one of the very few cases where you can shoot the sequence in 
reverse. It will work on ones - or with just the inbetween on ones and the 
extremes - (1) and (3), on twos. 
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In the late 1930s when tracing and painting the drawings on to cels was all done by hand, many 
painters became very adept at 'dry brushing' the desired transparent five action blur effect. 
Animators indicated the blur on their pencil drawings and the 'dry brushers' would cleverly 
blend the colours together to simulate the transparency in the blur. 



After the 1941 animators' strike and World War II, budgets shrank and so did the use of skilled 
backup painters. But a lot of animators just kept on indicating blurs and it became a cartoon 
convention to just trace this in heavy black lines - ignoring the fact that the dry brush artists 
were long gone. 



Now it's become a cartoon cliche. A cartoon of a cartoon: 



With characters just vanishing from the screen, Ken told me: 

'We'd have this witch up in the air laughing and then she's gone . Instead of making a blur we 
just used to leave hairpins where she was.' 


^ V 8 * 




■ ^ 




'We learned that from the Disney guys in a fish picture. They'd have these little fish swim¬ 
ming around and something would scare them and they were gone - that's all - with just a 
few bubbles for the path they took.' 
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In the early days, speed lines were a hangover from old newspaper strips; 



Then they were used in animation to help carry your eye. But they're stil! around now when we 
don't really need them. You don't even need to show the arrow entering. We have nothing and 
then it's just there - maybe with the tail vibrating. 


H O "T HI N & 



J U$T Si4o\M 
ItiiL RwStlt-T 



\ 


WE VoHr 'SPARES' 

ANIMATION 

was power ai& wcmt neeo 
U'VtEB BUCK LIMES AfcOVMP 

ir to one tr Strength. 


However, I find the elongated or 'long-headed' in between is very useful - not just for a zippi 
cartoon effect, but also for use in realistic fast actions: 














Again, we're returning to the original purpo&e - emulating the transparency of broact r live 
action blur movements. It's especially suitable with 'soft edge' loose drawings — where the out¬ 
lines aren't sharp and enclosed like colouring book drawings. 


(^ 7 tin MAJOft BBGINN&6S miSTAf^) 


Doing too much action in too short a space of time, Le. too great arm and leg swings in a run. The 
remedy: go twice as slow. Add in drawings to sfow it down - take out drawings to speed it up, 

Ken Harris told me that when Ben Washam was starting out at Warner's, he became famous In 
the industry for 'Benny's Twelve Frame Yawn'. Ben drew well and made twelve elaborate draw¬ 
ings of someone going through the broad positions of a yawn - an action something like this: 



Then he shot it on ones. Zip! tt flashed through in half a second! 

So then he shot it on twos, ZZZip! It went through in one second! 

So then he inbetweened it (twenty-four drawings now) and shot it on twos. ZZZZZZ! It went 
through in two seconds - almost right. 

Then Ken showed him how to add some cushioning drawings at the beginning and end - and 
bingo, Ben's on his way to being a fine animator. 



Some animators want to save themselves a lot of the work so they draw very rough. (’Ruff'- 
they don't even want to spend the time spelling 'rough'. Too many letters in it to waste our 
valuable time.. *) And they leave lots and tots of work for the assistants. 

I've never understood why some people in animation are so desperate to save work. If you want 
to save work, what on earth are you doing in animation? It's nothing but work! 
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Jn the early days at The Disney Studio, when animation was being transformed from its crude 
beginnings into a sophisticated art form, they used to say, take at least a day to think about 
what you're going to do - then do it. 

One old animator, writing about the subject forty years later, advises that we should spend days 
thinking about it. He's read up on Freud and Jung and the unconscious mind and he writes 
seductively about how you should ruminate until the last minute and then explode into a 
frenzy of flowing creativity. 

He told me that in a week's work he'd spend Monday, Tuesday, Wednesday and Thursday 
thinking about it and planning it in his mind. Then on Friday he'd do it. The only problem is that 
it then takes three weeks for somebody else to make sense of it. 

I knew this guy pretty well - and he made it sound so creatively attractive that, though I 
feit it was artistic b.s., I thought I better try it out. I managed to ruminate, stewing and mari¬ 
nating my juices for about a day and a half and then couldn't stand it any more. I exploded into 
creative frenzy for a day, drawing into the night like a maniac. The result was pretty interesting, 
but it really did take three weeks to straighten it all out afterwards. And I don't think it was any 
better than if I had worked normally - maybe just a bit different. 

I think Milt Kahl has the correct approach: 'I do it a lot. I think about it a lot, and I do it a lot.' 

Ken Harris worked intensely from 7.30 am till noon, relaxed at lunch, hung around doing bits 
for a while, went home to watch TV (or play tennis when he was younger) and thought about 
what he was going to do the next day - then came in early, avoided social contact and did it. 

He worked carefully and thought very hard about his stuff. He said he was surprised when 
he saw some of Ward Kimball's working drawings because they were exactly the same as his - 
very neat - very carefully done - usually something on every drawing in the shot. 

When I first saw Miit's work on his desk I was startled by how much work he did. His drawings 
were finished, really. There was no 'clean up’ - just 'touch up', and completing details and 
simple inbetweens or parts of them. Ditto Frank Thomas, ditto Ollie Johnston, ditto Art 
Babbitt. The two exceptions to this were Cliff Nordberg, a marvellous 'action' animator who 
worked with me for a while, and Grim Natwick. Cliff did work very roughly - so he was awful¬ 
ly dependent on having a good assistant and it always caused him a lot of concern. And Grim 
was a law unto himself. 

There's an animation myth about the assistant always being able to draw better than the ani¬ 
mator. (I never met one who did.) The myth is that the animator creates the 'acting' and the fine 
draftsperson improves the look of everything and nails it all down. Well, there aren't that many 
fine draftspeople around and if they're good enough to nail all the details down and draw well, 
they really should be animating - and probably are. (An exception to this is the assistant 'styl¬ 
ist' on commercials where the 'look’ of the thing is it's raison d'etre. There are a few excellent 
ones around.) 

Rough drawings have lots of seductive vitality, blurs, pressure of line, etc. But when they're 
polished and tidied up you usually find there wasn't that much there to begin with. 


As we go along through this book it'll be apparent how much work we have to do to get a really 
interesting result. No matter how talented - the best guys are always the ones that work the 
hardest. But hang the work, it's the unique result that we're after. Every time we do a scene, 
we're doing something unique - something nobody else has ever done. It's a proper craft. 


tiOlAt MUCH PO WE I-PAVE To ASSISTANT? 



Milt Kahl's answer: 'I do enough to have iron clad control over the scene.' 


Ken Harris's answer: ’I draw anything which is not a simple inbetween.' 

Milt again: 'I don't leave assistants very much. How much can I get away with leaving and still 
control the scene? If it's fast action, I do every drawing.' 

The purpose of the assistant is to free the animator to get through more work by handling the 
less important bits - but as we have seen, he/she can't be just a brainless drawing machine. 
The computer produces perfect rnbetweens, but obviously has to be programmed to put in the 
eccentric bits that give it the life. 

Here's my tip on saving work - my rule of thumb: 


(take LONG ShioTr CUT, 

The long way turns out to be shorter. 

Because: something usually goes wrong with some clever rabbit's idea for a short cut and 
it turns out to take even longer trying to fix everything when it goes wrong. 

I've found it'i quicker to just do the work, and certainly more enjoyable because we’re on solid 
ground and not depending on some smart guy's probably half-baked scheme. 

And again, if you don't want to do lots of work, what are you doing in animation? 

One of the things I love about animation is that you have to be specific. If a drawing is out of 
place it's just wrong - clearly wrong - as opposed to 'Art' or 'Fine Art' where everything these. 
days is amorphous and subjective. 

For us, it's obvious whether our animation works or not, whether things have weight, or just 
jerk about or float around wobbling amorphously. 

We can't hide in all that 'unconscious mind’ stuff. Of course, we can dress up and act like 
temperamental prima donnas - but we can't kid anybody with the work. It's obvious whether 
it's good or bad. 

And there's nothing more satisfying than getting it right! 










WALKS 


Advice from Ken Harris: 

'A walk is the first thing to learn. Learn walks of all kinds, 'cause walks are about the toughest 
thing to do right.' 



JfCm A T^/DfcMcV 
73 LSAl7 /Al A WALK 

Yoiixa fN 

EALANce - 

a.no wme - 

MOPS OUT OF 
BALANCE. 


Walking is a process of falling over and catching yourself just in time. We try to keep from 
falling over as we move forward. If we don't put our foot down, we’ll fall flat on our face. We’re 
going through a series of controlled falls. 

We lean forward with our upper bodies and throw out a leg just in time to catch ourselves. Step, 
catch. Step, catch. Step catch. 


/t rtn 






Normally we lift our feet off tSie ground Just the bare minimum. That's why It's so easy for us 
to stub our toes and get tipped over. Just a small crack in the pavement can tip us over. 
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Why is it that we recognize our Uncle Charlie even though we haven't seen him for ten years - 
walking - back view - out of focus - far away? Because everyone's walk is as individual and 
distinctive as their face. And one tiny detail will alter everything. There is a massive amount of 
information in a walk and we read it instantly. 

Art Babbitt taught us to look at someone walking in the street from the back view. Follow them 
along and ask yourself: 


- AffeTHP/ Oi~b? 

- y oitHG? 

- mAT-t JhFl& FINANCIAL POSITION ? 

- State of nzalth ? 

- ARE t m s iRtcr? 

- P0RMIP£IY£ ? 

- D£P££&S£P? 

- HOF&FUF? 

- SAD? 

- HAPPY ? 

- t>PUNKf 


Then run around to see the front and check. 

So what do we look for? 

The big eye-opener for me happened like this. (Unfortunately it's a little politically incorrect, 
but it's a great example, so here goes.) 



I was in my parked car turning on the ignition, when out of my peripheral vision I semi- 
consciously noticed a man's head walking behind a wall. 
























It passed through my mind that he was gay. A gay walk. Now I'm quite short-sighted - my eyes 
were focused on the ignition key, and it was a busy street with lots of cars and people - and he 
was about fifty yards away! Wow! How did I know that? This is crazy. All I'd seen was his out- 
of-focus head moving along behind a wail for a split second! 


1 started to drive away, then stopped. Wait a minute - I'm supposed to be good at this. I'm sup¬ 
posed to know these things. 1 have to know why 1 .1 remembered Art's advice, re-parked, jumped 
out and ran a block and a half to catch up with the fellow. I walked along behind him, copying 
him. Sure enough, it was an effeminate walk. Then I got it. He was walking as if on a tightrope 
and gliding along. 



Now how could I have registered this with out-of-focus peripheral vision at fifty yards without 
even seeing his body? Simple, really. There was no up and down action on the head. Try walk¬ 
ing on an imaginary tightrope and your head stays level. No ups and downs. 




AND IN A 
COMVBHTOMAO 
step Hi*, sopy 

R/seS UP ON TV 
PASSING TQS/T/OW 


From then on the first thing I always look for is how much up and down action there is on the 
head. The amount of up and down is the key! 

Worn orm TAKP SHORT &TB& IH 4 STRAIGHT LIMB - L& SC Cf£><$£ impTMBR. * UfitS UP ^ DOm OH Thz 
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Women mostly walk with their legs close together, protecting the crotch, resulting in not im 
up and down action on the head and body. Skirts also restrict their movement. 


Mr Macho, however, because of his equipment, has his legs well apart so there's lots of up a 
down head and body action on each stride. 
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is> 
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(^GETTING THE WEIGHT^) 


m poffr Gfr miGHr w a sfAcm iw Motzm nt. 

When we trace off a live action walk (the fancy word is rotoscoping), it doesn't work very w 
Obviously, it works in the live action - but when you trace it accurately, it floats. Nobody re 
ly knows why. So we increase the ups and the downs - accentuate or exaggerate the ups a 
downs - and it works. 
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Before we start building walks and 'inventing' walks - here's what happens in a so-called 
'normal' walk: 
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AO 

frames 


lA- 

frames 

— 

32 

FftAMZS 



A VbRY fast £.un (b a Second ) 

A ZUN 0& VgEy FA&T WALK (_ -4 SY^PS A SEQON D) 

S^CW fcu/f 0£ l eAien^f'vWfX £3 Sr£PS A SEC&NtT} 

&EJ5K t g(A3lN££S --L !KF WAL-K— 'HATUfcAfJ WALK ( 2- S/ppc A SfU 

POLLING WAPK - A’lOte ( % CFASPZMO f&P G p 

£b££RLY C£ 7TP^D PE&SCW (_Au\KSTA SpZoND peg. SrFP ) 

Slow step ( one stpp P&- second) 

HOW Mb Tm WAY..,,TO GO HOME -- 


The best way to time a walk {or anything else) is to act it out and time yourself with a stop¬ 
watch, Also, acting tt out with a metronome Is a great heJp, 


t naturally think in seconds - 'one Mississippi' or'one little monkey' or 'a thousand and one, 
a thousand and two' etc. 


Ken Harris thought in feet, probably because he was so footage 
conscious - having to produce thirty feet of animation a week. He'd 
tap his upside-down pencil exactly every two thirds of a second as 
we'd act things out 




Milt Kahl told me that on his first week at Disney's he bought a 
stopwatch and went downtown in the lunch break and timed people 
walking - normal walks, people just going somewhere, He said they 
were invariably on twelve exposures - right on the nose. March time. 


As a result, he used to beat off twelve exposures as his reference point. Anything he tpmed was 
Just so much more or so much fess than that twelve exposures. He said he used to say 'Well, 
it s about 8s.' He said it made it easy tor him - or easier anyway. 

Chuck Jones said the Roadfunner films had a musical tempo built into them. He'd time the 
whole film out, hitting things on a set beat so they had a musical, rhythmic integrity already 
built in. Then the musician could hit the beat, ignore it or run the music against it. 



Chuck told me that they used to have exposure sheets with a coloured line printed right across 
the page for every sixteen frames and another one marking every twelve frames. He called them 
'16 sheets' or J 12 sheets' 1 guess '3 sheets' would be the normal sheets. 

I mentioned once to Art Babbitt that I liked the timing on the Torn andJerrys . 'Oh yeah,’ he said: 
dismissively, ‘All on 8s.' 


That kind of tightly synchronized musical timing Is rare today. They call it 'Mickey Mousing' 
where you accent everything - it’s a derogatory term nowadays and considered corny. But it can 
be extremely effective. 



In trying out walks, it's best to keep the figure simple. It r s quick to do and easy to fix - easy to 
make changes. 


ALSO, IN DOING THESE WALKS - TAKE A FEW ACWm PAG? OFSCTFFN- 


O- ✓-n ft (A 



Dotty rpy To worn our a cycle walking in pact with te rmr Some back, 

THAT ALL BECOMES TOC> TeCMH iCAL . WL WALT OUR SPAIN FRRF TO CONCENTS 
ON AN INTERESTING WALK PFCGRpSSiNG FORWARD, 

Wf can work our a cycle recite walk later.,,, Ttrsaps Just for j^n 

dud BODY- BUT THEN HAVE Tko ARMC ^iUtNFAP PERFORMING GFPARAT&LA 

(CYCLES Are MECHANICAL hS lock just Like what wry APR - CYCLES < 

CHUCK JOHFS TFUS CRLfiGT1NY S YFARGLP GPAmmiGHiFR S AYUfG, 
"&CANDAD WHY POFStUe S Am WAVE Keep LAPMSCtttie. (CLAMP? 

Incidentally, if you are using colours as I am here, it works just fine when you film them. I often 
have a lot of colours going at first, and you still see the action clearly. 

Now we're going to start taking things out of the normal: 


'ike PASSING POSITION OR gg&AKDDWh 



TtFeds a vm simple way To build a walk* Start with just 3 drawihfs 


FIRST 


WF make OUR 
■TWO 
CONTACT 
POSITIONS - 


o o 




















ffcsa pos. 


THRN Air IN 
The, MIDDLE POSmOH 
TUo PACING POSITION 
ce 

jSPfcAKOCWAf 


tp is T f m 

W^RE RAISING, IT 
PIGH&Z THAN 
Pi&ViOUSpf. 

Wt'ee MAKING IT 

thp up ftssmcw'- 


-THE HIGH, 

/ 

j W£% \ 

/ Tie gpNTAPG \ 
TAKJP&Te WP£jfT 
l APP a/PGC/VTACT^ / 
\ WIT ACrA-S / 
\ Tic POW / 


When we join these up with connecting drawings, the walk will still have a feeling of weig 
because of the up and down. We can make tremendous use of this simple three drawing devit 


RUT i-OOK WHAT HAPPENS IP WO GO fXAYVN ON THE PASSING fVSiT/ON 1 

PASS 

^ o 

the pmm 

POSITION IS THE 

po w 'Ant the 
Contacts act 
as the High - 
stipe Giving a 

FEELING OF 
W E\GHT- 



THE CRUCIAL THING /S THIS MIDDLE POSITION AND WHERE WE PUT IT- 



SQUASH „ 
WITH A H£JVD: 
/TKiE A KiDPryP 


O POT 


PASS 



HOW 

ABOUT 

THIS 

ONE? 


FmL 

ros. 
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THESE. CONTACTS ARE Ai-LTHE 'SAME £uT THE MIPPR& FOSffiDAf UTrpgp/ CHANG £? TH(= bVA/- 


o 


o 




IN A SK>w &rnP WF MIGHTGO /\S FAR- AS 7 
A/-MOST A SApAK, 


WHAT IF THE FEET SWING OUT Si DEW AYS OH THE PASSING P0&/17ONS? 

cb 




AN P 
MNtm 
straighten 

Ttie {SONY 
ON Tie-PA SS 
Pasmews? 


OF .JUST TiTT THE HEAD Am SHOUU>&& SideWAYS ON THE PAT? FC&mcHS 

^ ©> <©> 0 s 


Tm THiH& 
fS WtitfE to wp 
WAMTPo tWT THP 
MIPPtP 
pOSiVON - 



Hot To Mpnttc 

WHAT WE CAN p 
WITH TI-hlHEAD, 
HANES, ARM 3 o 
FEET' 


THE VARIATIONS are ENDLESS - 
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AND WHY SHOULD WE BE STUCK WITH THE SAME SHAPE? 


MOW AKWT 
fAfSTEAD OF /cATlNF 
-fli<? WHTTF BOf>y 
0>N -fo PANTOS - 

ETRErcM /7T 

Ef/VFE 

fT_£>CI£fW7Y 



lets say 

its. A Heavier 
- seta 
Pot on fma , 


fm& lw- 


cowvfttty 

at: 

<3'N^ 

FLEXI&iAffY 
WITHIN 
'flm vVAEfT 



KFFp/Na 

itt6 

PEMVIS 

OEVFM 

THPotxrr; 


To my knowledge, I think Art Babbitt may have been the first one to depart from the normal 
walk or the cliche cartoon walks. Certainly he was a great exponent of the 'invented' walk. He 
became famous for the eccentric walks he gave Goofy - which made Goofy into a star. He even 
put the feet on backwards! He made it look perfectly acceptable and people didn't realize they 
were backwards! 

Art's whole credo was: Invent! Every rule in animation is there to be broken - if you have the 
inventiveness and curiosity to look beyond what exists.' In other words, 'Learn the rules and 
then learn how to break them.' 

This opened up a whole Pandora's box of invention. 

Art always said, 'The animation medium is very unusual. We can accomplish actions no human 
could possibly do. And make it look convincing!' 

This eccentric passing position idea is a terrifically useful device. We can put it anywhere and 
where we put it has a huge effect on the action. And who says we can't put it anywhere we 
want? There's nothing to stop us. 


114 






For that matter, we can on breaking things down Into weird places — provided we aNow 

enough screen time to accommodate the movement. 



T^K£ 

rm Ghtg. 
Foe 

fNSTA/vce 


wp 



We CM 
Srii-i- 

c-t o pom 
To TAKE 
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MP 
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7J3y 
P&Cf 
ft) & 
S&A 


TH(E WOtffcO 

Fterr - 

ftiT 

Ttf£ SOWN 

wum? 

THFUp 
Would 
liCKMAM SF 



FA5& 

■W&1W# Ft>% 


Ww 


vm&r -tub 
PCMH Pc£.\VON 
WA§- PdT 
A £TWStfr 

iHsemm'i 
Bur pelay 
TH£ ±£Gt 
(j=ojLi*ALAuC£) 


Anyway, back to the normal: 



X \ A/AYS TO PL AM A WA^Kjl 


He'CCWTACr 

/UpTHOD^ 

F/f$r we 
/VlAKfe the 
corner 

POSHTiCttS 

Tmti 
We Put in 
i%< i tmzm 
POSITION 


PASS Pc& 



'OjATr'I^-l 


O Q 


Trim We 
Parw TH? 
l-OW MP 
Tm tii&H 
Positions 


h/$u 
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I've found that this contact method is the one that gets you through - takes you home. It's espe¬ 
cially suitable for natural actions - which is what we mostly have to do. I've found it to be the 
best way to do most things. 


Milt Kahl worked this way. 'in a walk, or anything, I make the contact positions first - where 
the feet contact the ground with no weight on them yet. It's kind of a middle position for the 
head and body parts - neither an up or down. I know where the highs and lows are and then I 
break it down. Another reason 1 do it is because it makes a scene easy to plan.' 


'i always start off with that contact because it's a dynamic, moving thing. And it's much better 
than starting with the weight already on the foot, which would be a very static pose!'* 


* WHICH IS EXACTLY WHAT THE SECOND S VSTE3M PO&Z* 

"flfS l& THE WAV ART &ABB ,’TT OFTEN PLANNED A WAFK-AHD IT HAS 

a very cumm thing to m 


Start off 

WITH THE 

2. POWN POSITIONS 


For. want of a \ 
BETTER. TERM \ 
WF'U-CALLir 

Ttid Dom PONT Chi I 
Method. 



DOWN 

o 


PQWH 

O 



NOW PUT IN 
tJal Parsing 
FOSffiCN - 
- FOR HOW, 

right iN the 
middle 



up 

pom ^ DOWN 

U o 


Now W£VR GOT 
BOTH THE UP 
AMD THE DOWN 
COVERED 

IN JUST 3 PRAWiHGZ 


AND ONE OF OUR 
next mid -Positions will 

&£ the CONTRCJ- 


„ CONTACT 

c£QQo 



/ 


although its 
Kin p of awkward 
■ \o 6 ft Good 
CONTACT positions 
THIS WAY - 










The cleverness of this approach is that we've already taken care of the up and down in the first 
three drawings. Of course, we can put the passing position up, down or sideways - anywhere 
we want. But having the downs already set helps us invent; it gives us a simple grid on which 
to get complicated, if we want. 

We know it'll already have weight and so we're free to mess around and invent eccentric 
actions, or actions that couldn't happen in the real world. 

Again, we're not stuck with one method or the other. Why not have both? Not only but also ... 

I highly recommend the contact approach for general use, but starting with the down position 
is very useful for unconventional invention. 

From now on we'll use both approaches. 


!rs KINO OF AC/AP^M/C, BUT IF W£ TAKE BOTH METHODS' 



cctfrter 


fcs 


Cotwci' 


im ft e 



Anf pm THmToGemeRs- 1 — " _j)> <| t - 1 , 


CONTACT M EfHOP T>OtfN 



- W get afL- -flit up down FHas&s of a normal walk- 

I JT Tl\C FAME 7WH6, A/f'ff JUST STARVING OFF OFF PHASE- FABLlFR OB OFF Pt-(A$F LA' 
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( jlie DOUBLE BOUNCE 

'Truckin' on down.' The double bounce walk shows energetic optimism - the North American 
'can do' attitude. They used this walk like mad in the early 1930s - lots of characters (bugs and 
things) all trucking around doing jazzy double bounces. 



THf? I pL A IL a R STEP, y 0U BOUhlOt TWICE. 

YOU &0 Down fa up) twice /NSTLAP OF OtCE id WSTfP. 


SAY fk A (C PLmp STPP (on ones Becalm 7 A bot Oo/He on( 

Wp4l start w/m^ bpt arr aow/Y - <prta,o the upas apa^t for ctar/ty.- 


PAS> Pcs 

17 o I 
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t t 


ADP IW TH^MFmwo Mib- 
pc&moN< tiP-AS jHP fpS-jR. 
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UKE 
TFT " 


UP PA&fe aP 
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wp up UP 




+ PASS foi A£e -we HtSlAANPMID PC^WliSP&T$$U 
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ust 

Ik COMTACF 

approach - 

STA^rw/w 

I'M 

CotJtACT^ 
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/ MADETHIS P0U6LL BOUNCE WALK BY COMBINING ihe TWO APPROACH# S. 

I D/D ihe STRAIGHT LEG CONTACTS FIRCT, Biff ALSO MADE 7 Vm THE LOW -ike.TOWN. 
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A NY SMAU DETAIL AV-TS2S A WAUC- 
UKf£ MCW&TH£ M0AD UpOFPOYVW- 
O^TIUTiMS (T F/30M 2 j'D 0 TO SiPF - 

of Movies it 
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gUT J A CAUTtONAey Mem FROM K£N HARRIS: 

FOtl WALKS PONT mm aam OF gopy AMP h\m> ACTfOhl 
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gut BPAPMA TH/O IN M/lVP Wp SKPUtD Sr/U- BF BpAVP ANP TEY TH/N&*,. 


BUIJ-PlW^OM OUR BASIC PLAN, WKVg NV^APPFP IW MOp£ ACTION 
IN THE HEAP, SKOUL-PfSRS APMS, piRS ANP F&PV: 



AMP NC'W WFfPR Oc/M&TO PoTHlNSST&lte ?>J ARMS THAt PCC'KC W0EL 


123 
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WHY A££ W£POfN<aTHIS? 

£Vt=PYTfwe wete ootM& kto G^xmoRB change, mcvv action wntiiH 

ACTION- 

TO umor n HIW6S LIP- GKTMCTV LIFT INTO IV 


Grim Natwick said: 

'We used to bet ten dollars against ten cents that you could take any character and walk it 
across the room and get a laugh out of it. 


'We used to have about twenty-four different walks. We'd have a certain action on the body, a 
certain motion on the head, a certain kind of patter walk, a big step or the "Goofy" walk that 
Art Babbitt developed. 


'While the opposite arm naturally moves with the opposite leg, we'd break the rules eight or 
ten different ways to make the walk interesting.' 
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PA Ip V CPOApDTFe POOP £MF /F )PtiD FFFH MB pDl/fe jT Vo/p f/AVF WAITED 
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UP 



l^trV 

ONE " 
/vwf 

Ti't'E 

PASSIM 
POSfHoN 
R?WW 
eufAtr^E 
Tte P^fTWS 
UpgTWt" 


PUi-j^ 3 P> 

APART- 

APDlN% 

At AM 

IN P^rwffN 
J 3 M ( a 
MAKE *3 
Hie H 16 H 
■D\Js K$eP 
|PS:R»r 
FLAT 




w&DGtr 
50 M£THiN& 
MKElTHS - 


A6jAI(\ 
ITS Aw, 

TZi£ Tl 
4 NP 
S"p 4 


AMT 

TftF 

VARlA 

AR) 

PNWJ 


% 


LpX^ SfMPtV CHARSF T(R~ CFlfia &>PY OW Ike pA^//V& ,PC£ /77oM - 
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Ibt ra 
atwNcw* && 

Tk 5 L^3£Hf; FD!^-£ 


A hj p sm^dwV AWjMD (OTAfcp- weeRnes amp Ptffpf^r things - £i'ptC/AU.-V fc£ Fft&r/tCftCU 

(ON CNES) 
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ms Ft&m \ am mated- j usrro show tfcw far ive cam <so ( Jr ^^ 6D 
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W£ Qvw 77\tf£ GR^T J-lSERTie; 
Wilfl Fi-^T ACT!OU<, 

W (TH gEAUSTio R£t|RF?j 
,T4 O8YI01& that f^esuty 
FA9r V<?U tfAVfe fD 

MAK^ £VeeY p£AH/M6 - 
Aft A^E^TWT(Wtmk) AV 6 HT 
Sfe A ^_f> ^HApfN <5 
cp smite: j?LT Aar jMudh 
MWWI- 

'tr \f$ RAsrACT/ow f 

f MAK£ £V£Ry PEAW/AJ& 
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tiOTrtlHO LfKfe TfcyirtG irj) 

POSSt£U-(Tm i 3> E*czr_ 

|A/t'EE- Nor CoPY W& KFJ= f V/Bfr^- MAKjNtZ A CoMMErtTOfit tf- 
Afic> !t= We AMK'E A WfifcD Cf\F-T ^ ? ITS .JUST A 

A(v/i> T££T" ,4££4M. HATF VMf f (_t- F^M- QM OUS - BUT HALF 

c^-fteT/MP rr r Ne a/^kands^ A^W- 

iftEHe'r a Kiji-je - 




b& 9 *x ir ecvw 

RjeTH'jre 

AD/>/N 6 iff 
5 jufp /3 

7 «K- 


STE>[eHr 

BA&tL&r 

a» e 


fatrftr 

QiWtfix 

/ * 1 * 




^F¥AK 

Ifpcw 

A $AfM 


^feerddut , 
ro /rc ' 

Ci-fEARf£' 


AlVP Mf£ HAVHir Pvm ANYTH rA!G- (/VtT'tf %t MFAD 0£ ARMS. A«Y£E I* flif M-tC^ 
OWI^fW W'£ Sri^H) Ke£P72i*ARMS yERV'^/y^l^Ti'^ - WOT. 

i-viu. on -met - at r §r prrr^P- wok av££ ad® B&toG&tfikmi) <M0 : 
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BACK to NORMALCY FOB A £iT~ 

li fe FFfIT ) 


The HE£L iS THE LEAP FAFF 
The Poor IS SECONDARY 2 J Follows A LOST 
Tie HeeL leads ^Tu-AC-tuAp Poor P£A<% mpNP 
W Flops FORWARD - gtrr'-ffoe KFFP CONTROLS (T- 

fTp A/AFKS 3iA POMS - 

U?q<Ylie HFFL PtAr ON iU&GCOiCP FopTe FEFFINF OF WpfFFP 

KFFP Tie fcoT FAOK TTuLTie LAST P<%SfgPF MOMENT. 



aToi 



AMP 

Kewcr/W/ 
HalV©.-ffe 
GrROUNP 


AND 

poaf^b/ 

A wavs 

UATF " 




fTNTUT 
Cftttl-HgS up - 

<Tves an 

APMTTcAfAP 

EiroFPFP 


Foot action 



Ur rpviipw 

ife passing 

L-FOiw A 
NORMAN 
WAIK - 
PTaRT/NS 
WfTFTfle 

font/ct. 


/ fAY m 
VpN g!s 

£f|Z^P 

our- _„. 


M)P 

WAY 


P£<VR 
POM/ 
-flu k>i|V 

5 


pas' peg. 
appo-y op 


Fa-v/5 up 
Ifo. H-tGH 



YHF FTLc 
pat rrrw of 

A NORMAP 
£TgP 
5 TAPT/NG 
FRcMTfP 
CowrAor - 
ppsinow- 
w&IMJw 

Fop Mosr 
TF/NOS - 
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gtfTM^empr 

W fW A pOWMS 

nA KiNP OF A 
STATIC- POSITION ^ 

gUT WITH tH£ 
PASSWO PoSiTlCN HP 
'.HpTp taKpn 
capp op oue. 

UPS AMp PAWNS. 


powN 

; 



jM >P 

PASTE PTitxA 

AMP 

FPUfftf 

Wy 

OP 

WAV' 

rdwn 

i s -4- 

lM^ f 

' 7. j 

, 7 .. 


. fa 

L^J 

. U 




NOW 

PoAir have 

To THitiP 
ABour The 
UPS *W ADA! 
ANpWgCAA 
COMCPNTRAl 
ON EO/NS 
THINGS W W 
U^e FfTT 


Ttt; time /vwe scru peer rat 



PUSH OAT 
tosethpp 
asit 

vvouup eg 
tOTA-KpA 
NO&UAT 
step - 


THSN ADD /hi 
£rpAmr 
i H eorw^ro 
AMP W P&T 
A PATHS (<o 
ApPPG*C\-i 
TO A WAU< - 

WEAK, 

S^DRTHGi fr 



? 




mr 

APTPP-- 

TWO 

BppaKiPdwS - 

3 AND 7 

- /HO£f£ 

chance, 
woep ' 

V (TAFIfV 


PTAYTHATT? 

LEA wwe -pT (SfWifp 


AfT'TMGRacr 
HIGHER- WITH A Plf 
ptOTAW 6 U£ 


adpjM 
$TPA*sftr 
/M EFJW^fS 


' gmPJMA W MNP \ 
-Mot tue hbel \ 

LEADS AND THE 
poor FoM-OwS 

\ AND 


WATOH , 
TtfE AKC£: 



(tf ogvioui 

Wg'vp Got WoQp 

mfeja ir 

hicW~ 
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,VOW UST5 MAKE fT 

atef sp^ightiy- 

MAKE 3 SYP/USH I 
AS Jr PUSH® OFF 

y MAKt^'7 STRAIGHT 
AS /r COVTACS'- 
tie §£OW>]£>. 


AN/WAV - AI>P in 
ttaight 

/N gfTTWfTKS 


isxcept keep 

Tffc. Fbof SOMp 

fiat on 


Atjp 

|YAV^THE-FcOTofcll3 

FjATUKF^ 


I 3 5 7 9 



i 2.3 fi s ,6, 7 8 9 



t 

Pi^Ay Ftor 

ow # 2 . 


A 

FpAT FOOT 

cw Ag 


A/OWWe'VE GOT 
<OME CHANGES’.' 

i?ENT TPTTAfGK 
'TO EFMr 
—To STiaAfSfir 
-Tc.g^m: 


( 'AcmoofiW FAK 

Trf/S /SNT FEAltV WT 
pHPpgpTPT 'HAN WE 
RJP UP WffH IF WE 

TttTTp fkw we 
GT1APT MEftteO. 


V/EVE <sor 

o.iwsF ANP 

v i taut- 

~\Usl i$& AND FccT 
fASS FAST THPO^P 
7 T MIDDLE 
AND CUtST^F 
ATifte gOSlWWIpA 


now yyp'u-HNP 
METHOD fM 7H£ 
MAPNjESS - 

PEDES IVPATAT 
BABBITT MIGHT TO' 

AtAsT With Te SawF 

3 KAS/C PCS TOPS 
Fvrr Put ^x ,£ fcoT or* 




FeSTE 7tu_ PasTNo 
POSifloAi AA <S, 

Bur 7 ? FEAy 
“fen FcDT OH % 

MAKETeftxToM V 
gACfCWAiTS 
A<3AIM- 




fe Puuay ( ftor cA 

Ttepcor BAO<H'/ipC>S' 
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N<9WADt>IN 
k> B 

5*- AMP 8 
Age H$C 

pXFNTRc 



MAN/PP . 
ZrgAim l ' 
A A/P PCA 'r 
Moteriitfcof 


'f j’v i w 

i/vefcTW^/ 


/£AN 

/s/gfeTWgglV ,^!ftH 6 
N££t t-fX* TftE AK"- 


AMKp'F' 

AWP> F(* 
Ce^ tacts 


Tpp WAV Or AOAK./M6 A-tip THItfKltiG !£> THU BASIS' CfrHE K(NO Op THtUP ART p/p WITH 

K(S &C 0 FV' WALKS, rrPAP A TgpRlFfo //VFXmcp ON AU/MATmT 

ART APYAycFAfp 

"WARN IA/Pva 6or ANOpf^pjlMTY Tr /N ASAT - OpRT/TN W WP\F ACT 

Hpe jE(6tfr MCHlMt foR ir 

THAT'S WNAT SPPAPATR5 US fRoM P/VeAcnOV WP CA-Af /NV^/T- 


NOP/MAWy A fcor p/APSKp GLOWF/- 


jttpN TRAVPPS C?U/CK/-X 

-through tup m/pdaf 
AfVp purs Pt>WN fast: 



(3 


WAY A/Or Rpi/PRStr /r? 


havf rpp fctr x 

P/CK UP FAST [i ro 5 j 


PteGiummiPF , 
M/W-F /VOR/vIAU-Y/s-R))/) 

and nayh a stow v 2 - 
pur pwn (it to is) 







/HVP th/a /e PXAOrpy HTPVr me f/i/f act/oai a \um on thf ajpxf PAGk is pa us - 
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Art TlG 1 PA T N £ A'AUK d'T’RACep orv T ') 


/>AJ OAiES. Wdiw - 



[ H0L tf.ww* Sn=P TAKSS J2 - H£R FoU£WW& ST£P TAKES /<? fsaws) 
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5 F&cr T|+i'3f.T'UC' , (4 --- 


pAfSSAHB PCS/TJOrt 
„ -pie 



J=W£ PDS UP So 3t 



AN p IF SHF CAN Co /W- TH^S HV£ MCW AWCW ftjf 2 rtf£R .StftWj wt Et A&£ To 60 ifi AflWI 
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Wg hav^nt vat quite shown -the spacihg ah& Cushioning oh a normal walk. 
Herb's a HomULA SFACm reft m 'COM WHVCmo walk ON i 2$ . (sPKm> Aim) 


M$s Pc£ naoY 



Ittpu tHP 
COHTFVf 

caittiOH 
)NTD 4 
AUi PeWH / 
&&& our 
oFOhe 
POWN 

ty&P 

itHafpre-, 
fiftsfi PdS. 

3 frj 

(NT* A«^ 
o«r< 0 Frf 



/T LOOKS 

A str oop 
$F izmo a<r 
Like rm 

£UT 

ir works 

rtm 

AIHbN 

GOMfUmpj') 
AS IT 
Wear 
BE" 


o us tr iot\i 


CUSHION 




AN 8 FFAME 
WALK 
EXACTLY 
ikt SWAP 

PRAWNS' 
fvnwjtisr 

£i/\f£&£ 

IN g/=7W££NS 
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PACK 70 INVENTION 



4 1 i-i-H k 

'~~1> 1 ^VflRpi 


X 17 (« 


[7 


-I 43 2 g Y y ^ 3 f 


55 5 ST 37 S 9 “ 


eic. 


w' 


71 -Hpp> 


WffAf ASour 
5 TAOT 6 tV/TH 
fiic PoWM PosrfioH 
AWP 7AKI/VS IT 
PCWA/ 
RJPTH£P 7 


KIND ORA 
SFOUCffO 
MA£X 
WALK- 


at /wyj^ UKA 

G* ^PC{ C to - Tike 

j# / PAi&S/f'© 

OL pC£{OM 
M0/&t 
! 57 SAf^ 



HOW 
SrAHT 
To TWfST 

THlWOG ■' 


pTAgr W/ 7 H 12 u re-oT 

MNP cr OK/ SACK WARP’S 


PvWELS 


4 - 


rbOT LAMPS 
TVY/fTED *M ■flit. 
WRcN6 PfRecrfeW 



VARIATION 

crt-tmsfam 

GOT ctrAiHG 


FeACi{ ro 
G£OU,\}P 
TW iP WA> 
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CtoW H 


Lg(S 







POYiH 


topi? 


mi -KfN& MOWAfii>S i/v/rr| %t fe^f ON BACjCWA(Zi>^ " 





?/0 OJl^U) £© 



/r pur it mm co^iKmo/ - 
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Again, wp cam invent what doesn't take place in the lean world. 

* , ^ 

ART palpi rr vS nd, 'a good dancer- invents- its not natural pop a Person to leap 

INTO THE AIR - Do SCISSORS iAfJTI f HpilZ FRET AND THEN LAND ON THEIR . 

WE CAN PC ANYTH IMG WE WANT AS LONG A2 WE MAKE If ' WORK/yflKE IT l-COK RPLBVABLE 


LEW WAI--KA PAHTfE 'OH — OH WoS 
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( jygiGHT' Shift ) 

shitty from cnf foot to another, /n a normal strips. 

f=ACH TIMF WF FAFF A fCoT it THRUSTS +HE midHT OF CVR BCPy FORAIATD 
AFP TOT MF ClFF OVFBTFF PFHFRFOCT 

ANpfeSHoQLPFRS MPS7FY QPFCSEl^ HiTT^ &TTTOOKS . 


Oo WMCT Tfe 5 ^WiU 


Pfti's UP CoAJl^Cf Tfel>?VVW 


Pas<^sup Coaw 



Ft FcOF 


AMPlAKF 
Fa rtei q+r 
T£>F£iiP£ 

ou^Fefcor 



SrPAKSUFtfS' PLjMA 

tFT -flix MFtPP Fcof 

PA^SiNS UK- 
OAtfSp&IW WeiSttf 
To Ppof c?W 
irs Sy>£ 


AWP tAfES 
Tta, W£ieHr 

Tbtl-ie SiP£ 

ove^Fat poor 


PM.M 

irPAlSHf^' T^Kt 
ELtr-rfc nPret> 

PA'SilAA i-F 

cAtispS'r^t'vei&ir 
To f=pcP<aJ 
IT 


HfA'eS AN 
FKA&E& 1 ED 

WSHf 

3 +lFT 

TOTmiA' 


(Hot $0\ 
moti 

\ £i+(pr 
\ FOR- / 
\ / 



C(?frJTAtT 


Q-<VrA£T 



comt/tt 
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IVE/SHT OV 0 & 
HfS i.jSFr pcor 


we/fitf r ovsp. 
IPS giswftxsr 





























(the seu Mwy 


"tT'i-T'Me Mi\Jg 
PACKAWPpOjtTH 
FAV^RitfS-fts. IE& 

that f$ towesr. 





No/tywuyfz« ^Ftr is &own wt th -wf foor twatisI^ww 

amo up with ptor that is uP 


ANt> 


nc^/tao-y 
*\Ul ShouUP^K 
OPfttfg S 

-tin. mvis 

/■pur we \ 

OWpo liiHwr) 

V Wf MKe / 





































ARvI MOVE 


MEN T±l 


wHiL-Eilte. SHOutteR jBfsreS UP 
(M 'flu PASS iMS Pcs mcN 
fits. MAWP is Af'ffe LOiVKf PaPm^SA'- 




MosrACfltt 

FztUW Af?c< 
- 

ANACrtCti 
I 5 fW AM APi 


MO@rOFt^T 7 M£T& 
PAtF OF/ctW f£ p| 

aa( apc of a sat" 

Ff&Ufe § 
-g^r foMentfES 
AWG-WiAP- ^JiSTjOS 


"fte WR/^r 

/MfNTAfN£’ 
-f£tt. A 2 C. 


VCf L&S 

-flu HE£U 
MAlKTTAfMS 


Asyfpy ^yvimro gA^C^-fe-Tff/Sasr 
OF TFF WAAPC -' 1 s £ , arms W/U-T£NC> 
Tb (M A WAVfcUftE 

FFNdpuim - pkf MovtMgp/r. 



/Al D jasr rc? AMKF L I FA DIFFICULT INF SACTFP ££MFMPFfP TflAf ' NcP-MAL - tt 

/5S MF WAtK-lk^AHltt swm /S At ITS Wi£t£r WT^P<WM 

up 


#rr 

pf av^p 
wPRPAor 
FTUCK 
W/tN 
7 W 5 " 
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Pm mimics 

CAH B£ 80 QAP 
o/i mw-WAi 
HPti -gtffSlMT - 




-fa 

OFf'fUt' 

pAtZAUM^' 

TW/ 5 T 

-flaW 

flAI!$f 
ila HM 1 C 6 " 


NoT)N 

PpORl^ 




pmr Mo\ie 
-fla HANDS 
MaaJ 


MAYBPcrusrfi 

HPPETO H£i 



Hew A&OtTlUARMS 



FAME TiilPS 
WITH A PCTVM 
PA 5 £/M£ 
pos/rovf ^ 
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A JAUNTY WALK 

botm JiKT THAT - ANP A L0TOF~1kt THfNfSS WE 1 Vj£ 3 APR A^mT: &PT UN£ HfpS - 

dcu3 PSAYfU&ffeAP, TWJST/N** Pj^pr-ApVtp^iS 


HCW AKUruAvWG 
-[WARMS p&Htup 
OIMlYeSXT^MpS 
wJJ ie, 

ARMS Mr R 9 WN 

Cm~fft.fi. 

PASSING 
R^fTfoN 
(WWW t£ \ 

jA[Ab Pi-'WN J 
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To get » flexibility in an arm SwfiMO 
W£'D PRAtS THE HAh/P - 



LITRE OVERLAP OF OtP HAiMpS 
AT EACH EKlp OF THE LW/NGr 



.amp we Caw Opt a &t 

More FwR ipMTy 
into ir sy 

PROPPING 16e SHoufDfR 
ON 1w PASS poSmon <■ ■ 
MARN& 

A PEEPER ARO 


Pl-top OHbuiDER CW RA 


guf SeCR^T' 



WHEN W£ Oo 
FORAAEP vyg'y- 

TReubofj JoiMT 
WHEIReR ir RrAi 
RietfrcjR. wrong 
and WHETHER If 
WOULD JgENP 
THAT WAY OR HCjT 



AHt> WHEN m CCME SACK/WERc'BjRMI 
(g£ND) iT,aoaim - AIMWMfif+ Oo/NO- Tf4iS y 

IT H 30 REQUI 1 I 
NORMAL' 
A NATURAL 
YTEAFMR 

senp. 
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so, Fofz F&mwrf- 

c 




sv 1HF JOINT 

We CAN Q£7 MM&PR MOVEMENT FROM SlFM&fT LiMES. 

WP wont J-WF to pRAW iU A FTiOOeTy CACTCoNy WAY f & B£ MMBjSf . 

UpTS M4KF TFT RPAU-V CTFAC - AO wffee GotH&To HAVE A CoT OF 77HS,„ 






CFTTFR MCI 
(OvisFPAP 
JkeH-AHPS 


Sur WON T IT UXK CrpANc^E ? NOT ON THf $C£FFM. WHfTJ IN FfTWefNFp (TO 
GOING TO PF W'O'FpAMFS oRTO, J OF A OFOOMD. lao QUICK To JFAD.' gUT 
I r- iVM-O FFFP TCP /NORMSEP FFM 1 PI MT/ - /AiCRHASED 'CHANGE .. 

JO/HFONf AsKhp ff?Fp ACtAIRF Now on PAW Ff 
qpocp pancjanp Move cikft^at - and hf £Au> 

'oh, i juor mart by kiting men mr w iu am ' 
spr if you a/vaMsjs fcfd attach jrmh by mmaj 

YouU- Off W Nek H/TeWKiNO JO/NiS APCTHf 77MH 
ACT- OVFRTl-lF PPAOf 

* ^JJf 4 J'CCfPn VAT/ GN4-FP TM lAe NNMAa/ MtCKjl/ MOCCF. 


YfAcmsc/ 
wfIMf mL 

a t imi^oF ir 
V TT PoUSi-E 
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COKffii: 




HMp iCCA 

atbnK „ 
or 5 

-UVtfc- i\ 


jW <50|rt£ BA&Z 


mmmti 

ine joints 

fofrviufiT&'jmiou\ 

{^WAHTTQ&U-ir J 

}<s SZCGK’O NATURB 

Jc, TH£ 

on f you mzTbDOTWir! 

-gtAf 


AN APAPTATlCW op A *£nRg3a3"i~Y ANIMATED Fi-AMfSdYA AfT AJ2M 5 ' 

-/6e .Jo/jHIS AvaD - 
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i FiWp TrtFC OTfcP TH& D|t ! AWf N&A^F £vpN ^ICTM-V fW( H^jE^AiS 
\T% H-APr'&fi- Tc> SPfeT pAST ANY CHARM OR STVt^? AA/P? SppT “THF S>TPil&tfM& 

op twf uwpeneoyj^ (viov^aa^wt <sc,fs»Ri-y. «tv«^ acoins am 
S^^tWQ ~ro CjSptTfc, OJ-ZAlSAOn^ AMI-* THeeW Cm CpF TfrP CflASpS -F£ysi 7WP 
^TTiitoru^ee. /w> nrs thf w& j rj=- ,aft^? pFP¥ 5 r Aejitfc-. z.uA 

Ff&nV prawmss og pfss&js (^w ocme eat^F' 

WF CAW AT7E£ THE TWMAS CF At* ARM £WM& - 

■>AV W£ MAKE THE /APMs QCW&Z'IWt W fPFT'-- 

WE ANmTZTABW.AlK 0< S'q - TAKf^ + SrEPS 

f J W> RX 

$ 


JS[OW WE U APP THE ARMS EuT WE'iJ, PuT WM CW /6^' 

50 W/TH THE Farrow 8'sr A«P THE A&JS cri 1$ S, tie a£M SW/N£ 7£/<tS "Tvi'nEF 
AS T0N6 A5 THE reET 

The ARM JgXTfaatfES App Of THfc SMA£ PfAW^S AS THE FJ^F fit/T OW^/ / TH£ 
W^lfl' imtATUZAU-Y QH THE SAME AipG AS TtfF WT 



TH(S 50 ,er 0 F TH/WCr /S \/£Ry FFffCtWE OW A fctW*' 
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NOW PO tHf - 

W^Vl HAvE THE A PTC PUMM& AWAY TWICE AS FA$f 

W^U MAKETHE WAMt ON /£> s AND WO£K THE APM£ Ofi 8&. 
TAKE= ONE &TfP ' (spread FftfLAPAPT FOR cutm) 

WKW-NEeP MORE iti££i'W££K$'JO SAW W(S- 


FAsswe ^jp 




fVOl/V APP TKE A£jWi- 

tpf fpgitkns. app on i, <?, W *7 


JHK NtSpS SfJjGAE /Neetwm/S - MUST Be CM £W£i BECAME GF SX> /JWOt MM 
ACTION tA) A SH1CKT SfKQT Of T'ME (1WS «ci/r WORK qv A £jjtf Tt*e StfAe £&&&) 
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^COUNT^f^ACTfON^) 

EYAGQgRATAD COUNTE&CflOi - /M A PAT MAAsS WAL-K 




up- impmwsoR pair o^Sbpr'Bi^eo^pwv. 

A&A fri, PXA^ PPATMS - Surreal ANi? &fi&£TS WMMfr 
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WE A/EAR THE EHD £F Tf&T WAITS WETS' KWAT WHAT THE EWE fS DCMG~> 

TAKE A A/O/vfAW VWTK/AfG- - 


THE 3HTT0CKS: 
AWE W THE 
pjppcnoN 



Tte BtllWCC WOiJW? /VTvSvWit £E 
C£W7£RK> CN 13W PAKW& EoSff/ON^ 

gur (TglAVE 7H£M 




-pii MCW^M^r 
of til* pf^pppy 

/'AOMaVTAR^y 

o Piuses ^ wpe 
VJtmTt* H iPS 

MOVE --fat 

p^Apmy 
/MovpS tEe 
cwt way. 


/ 1»1R£\ 
HAfP \ 

w*tef 

<?R 

V M5T '■ 


<2|M 12 S' 

l 4 - 2 w l* is !l ». z ^ 
j-H4++fn4 ■hH J-tf- T w-' I 


AG0 , WERE TffCWWG- TH£Sf= TH/MSS /W EXAGGERATED 
FDRM. (AS AC£0fcDfrf6 T£> TASTE HoW RROADlV 'OR- 
HOW SuRTL-Y We tiSE THESE pEVfCE?... 


/Wp EEiifeuBpy/A/6 w wow/ 
TENT To M/AEK ON A SW6HT 
L/HE -'Y/GtfTFDPE WARRING, 


Wf£N 

Fzrr 

c^cSSPS 

oveE 

MoRF 

E&Mffvi/PE 

WAPW 













































Here'& a FOnmiA fok a Boypfcy walk - ou as 



H F6H,esr 
ONTfit 
CONTACT 


^N 7 H£ 

pA<&wa'ft£iTpyi 

STaVS 

POVW 





metier 

ON Tfte 
CONTACT" 


T4£ jaesr Ai?t Sf(5AW /Neirm&PMS 


rN' a ft«6D& LVMi^V 1H£Y5Wl/fl£ftf6ffT AWAV FiVM 'MMii&WSM TH& iHV&freb Sdtffe £4 ARAIKS WM& 
ZtfpCJAUX W/TH THeV OFim Z>JD 7H/£ - 74 E CH^PT^ TAKE A ST^P-W 

FQ? tfp /r/ 17m Affc, Fo& 4 Tc 6 F&wi£ii cyi zo f -rum zi-tc^POWN a6ai^ zcJ TAj<£ AM?'4*?* STep 



C^TACT 

I 


U£sU>Fa£ 



, FfrQ PoE v 

(iffij t\p_oa. jwi'W) 


j- fa 


x re. 



Contact 

if 


rfotc* to<2- 
-1. Ffi.*MES 



.R^liP 


fWT, 

4 



CuCtf> PA£S PC) 


S. FP. * F* 



cmi#x 


Pt>rs up 


2 X 


M5i-P R-A 

-1 fua*# 


& fAajI&S 


£ fA- 


fft^pcS 


u-m*c,r 



X Ffi- 


Xffc 


Hail F« 
A FtJWEi 


THE) 

W/6K 

i<Ktf 

<*or« 

fcfrZ 

mc&f$ 

TH^N 

HER 

AGW 

RAW 


THE ClWM W THI5 IS(13r'ClVHSrt>«RWSS: I W** WCJSH IT l&, ITS HWiOS^CfJTWi « 
ir V® VCHT STffiCH/W> oweup /HO !>M ms, WI*H jasr ««cum* was cf 
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A goxm S WALK WITH Ike HEAP FLOATING LEVEL **Hke gufrxd PELV/S ACTIVELY MOVING LtPdME 
7>vd FFO/VI S/£f 7 dS/A£ AS lU^MAlH FEATURE, TkcBuVfACftQH irlfa, WEIGHT. BUT JUST TO COMF1 

. Things. we've mix -the. genomes with what wouu> normally sf cop facing- pc&moH -• 
'Comer 7s HOW tk<e. PASSIMQ FOSOION. OF COURSE THERE m NO EOLE s. WE canbuilo from any f 



HOW we MAKE AHCMeR. 
extreme here wrrH-me 
sun- at rri msHm: 


Tam we make another. extreme 
naze wtm we sun Am.s lowest 

AHO THE MMS AT THEIR |rt/J£*SP 



NOW THAT m HAVE ike- HIGHS As) LOWS WE JOIN It ALL-UP a«J EFFlCiENTlY QETTke- feSUHT WE WANE 
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H PPiK A TPC J H AiJCA-t- AIP fOH PLANNING A WALK IN PppSlKCtlVP 


f SFWg WANpTo P|S 
G TECHNICAL A&5UT |T 



THEN PKAW ANOTHER UNE (J?C0|=) HALF-WAY gfTW^PV 



NOW DRAW A LINE FSOM, TW'ToF OF fki, Ff££f R)Sf 
QrOlNCr I>{ ROUGH ifteCHVTRP Of fto ^CoNP POST 
To Tie U)WeR, mN£, 

Mow W£ KNOW WHfrK To pqr IK THlPP JAOSf— ANf> ALL 7Hj= fJpST, 


ETt 
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HAVING THm&i Ail'THtt W/\IK BUILD M6 aJ FORMULAS a Ac. Wb BN DUB AT 
1MAIN t& Uf - NO TWO CHARACTERS WAU<Tl-\z SAME. AU-WfC AW W ft GENERALISE 


A smm 

<*i& 

WA M<S 

■HKfe / j 

TMK- ^ [ 



ANP W OLDER 
WCAWW 
MKeiHK- 


IF P^WKT 

VtoTHPR^' PP1PE' 
W YEfey 



A PRUWK 
HAS A PfJCSLeM 
K&£p]N6 /N 

balance- 
rue. head 

IS UL Li ALL'/ 
LtATcNAN/. 
(T5 TW(N& 

To CohWPR 
psr 
jg/Mr 
Pftr/K- 
hevep stamps 
ST ur - 

AuwAys mo\ wfe> 

A MTH-F B/r■ 


y/AiT - 

& 



fl«TwutfG Is 
v^v frfatic. 
r* eopv 
PACT'S 
HAJF UY6S 
OFTHflF, 

C4iH M 
T^WD To 
MOYp 

(MP^p^icmruy. 

M T^PNT 
/\ POSrl&e 
OlNtRAF 
OoNTPOL- - 



A FAT /HAN LeTO f,MlLARfA 
6UPFL TFuc'ATFPy 

mr a tw^ge - s£C au. 

OFt^‘ 
FAT CA 
L\J5)Pg 
OFTHij 
- HAE' 
KFLT 
AW 



apapt 


$>npr raiancml t& so A nr 

-ftfF WHISHT HAS T J BALANCE ~ EXCEPT FbP-iUt ER-tTF 

/W5TAWT Wf+FN WP ■T&POULTEIXPL FAlU Nfr OWF- 
WF RpGAfN Cur SALANCF-. 



AfW walk- 

ALWAYS hit foot 
TH'TOlBU tM) PCANH 

fast! 


ViOL&iT 

MCNir 

poxh/ 


4A\VO& WALK 
whole popy poors 
FlDjEl&SlptE Yn« 

Pi 
\.Hj 



0A0lpS are 
consiwm 
'off balance 


: E^=9 


0\ifPfXAssLCArf> foot action - lift lfs-s higher 

tHaw APUPTS 




FgFT 
SftTAP AfAAf V 
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17M/A/# IS 50 IMPo^fAHT IN WM< \ 
K&N HAFte SAfP, *gAS£ WAPFS OM | 2 -'s - 
Q& P\Pmtf«MU) TffPN FV^TH/N FfS JUST 



Pomcwmr&zo&K „ 
50 AltiCH SPOWf^rfMJ /2, 



<5t?//fcr POMfqAIRs 
£QuAStf /voep thaw 
WopMAA ON HIT 


<5otNe upstairs 
Mn&r flat* a*) 

"f^7£A(WN6 fcor 
EFNpS^ FINALS 





l^pdMU 

1-Q?AAT-Mf 

Types 



PPPK-R 

iy£M£T 

ewiiy 

fbRWARP 

Topoffe 

gopy 

To rotate 
pqcKWfCF 
overte 
1Z>PcF 
it* /ffps- 

VAPPW<YS 
5iP^’toSp^ 
TP KANcfS 
'l^foPOJARO 

Pmt£ ■ 


AG/w, rrs notjusf /yew wy poor- 
/K tfOW /S 15c. Pf£5CN FFFL/4G? 

5>AP 

/aow^uy 

HAPpy 

TP^aswFwP 

PpWA/A 

5Ppl(SPTPy 

opp 

yow& 

YW£D 

SWftflPSEO 

HCPFFup 

OdjVFIJW 

iF't/lpATHFTlO 

Gdncfitfp 

Aj^F-vyxi5 

ju~ 

ANS0 

lAtm 

//VWgfTFP 

MfpfAPfer/c 

P5R2^SfP 

joyous 

5Ky? 

TaKF A PRtfMK fcA- EXAMPLE - 

ThfQe AH So MAa/Y DiFFFPPAfT 
8/A/pS- 

He 5(U-YP£UN{< 

1Zte MSCW/Ote DPPNS 
15c SFFH PlTY/MS- p/ewMK 
He FXpANSK/F , PAPPY mH 
He O^fr-0FYbM7iE0t awlftio p/^AJK 
H* OVpRi-Y O/HOaP FOAiTf JPpUM 
He VHY PfiSfWfP PRfH 
itte VIOA/Fj'f Saw a WOR wAtF iUid A AA 
Ht lMfi(SlTpt> §DCimY AMJFCN 
He H6YT/W& pPUMK 
He SFNTfAAFNlAFI5f 
He F/kf T/MF DjzaMK 

g-fc-’tsit» 


i 
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1 & SUAA Up: 


WAY S TO GFT VITALITY IH A WALK 


( Tc RgCipF j 

/ LeAMikcgopy 

X USE STKAKHf LfiSS Crt CofJPCiS *) PteW OFF RDHO^S 

(6fo(n& ^nsAienr 7 b 3 Fitt cp ^EMr-m £reAi6f/r) 

3 TW&Tiiuz. mt>1 - TUT -tta Stfow^es W) HIPS 

HAVPtU<LSHOtttpm^ OffDSeTk FpS 
$W!WP1kLPlPS 

Ap Fj-X)p1lii KA/FF I NOP-OPT 

5 ttft fteSFpr tinp icrnsr 

<o FpOP "fte-Ff=£T 




7 

8 
9 


X>F/AYpT FeFT AMP Top P&AV/M& 1 in Ggoaii P 

vffy past /Fstant 

Tip "rte fYTAP CP MATT (T GO PACfc aJ fiCFfP 

DPJ AV PA PTC POHT f/AVT P/TR^JIj/liO WOpRiNG 
' b/ ^ Y ' TO&TTf/F^ AT-Fie SAMP T/MF 


10 ('[St CouNTPOACrio^ - fat buttoo^. g#a&rs, 

P 0 AYFP Cf-om; WW£ 5 , ftMPefc 

P P^-fte JWTS’ 

/Z MOPF LfPC a«<) POlT/VfS (fvR WPiOHT^ 

13 USp DFfpFPTTiM/aIFS aV VERSUS ApHS v« 

wmp ypesus pfc- 

(4- TWfST "ftp fTFT ' 1 A/<t TFPYv OFF Te PAPA WfL - 

/5 / FIVF TAKE A /VDEMAU CUCJf J=D ACTION aJ AWB? 
CWT OWE 77A Y PART- W£6GT€0/Y\&WT(j PFfpRWr! 

















I WANT TO CLOSE OFF ON WALKS WITH 7H® EXAMPLE OF A "MILT KAHLT/pF STRUT 

IH lt& CAREER- HE AN! MATEb MANY eNEF&EVC SUPEROPnMt&lC 'CANbo' WALKS. IVE ALMPjZP 
emm&D SEVERAL OF THESE INTO A COMPOS. tTE ONE (uatiG A GENEEtOFtSURf ' NOT A &A&CJEE) 
- A MAQUETTE'js SHOW IH WORK PROOFS OF A MATTER. IT-Is CERTAINL-Y MOT TO PEOVIPB YET 
ANOTHER. FORMULA, BUT AS AIY fNCIGHV INTO HOW A /YA&7ER WORKS THINKS ' HOW HE W&JS 
ON A SIMPLE SL&iS WITH The CONTACTS 9tc> LOAPS IT WITH PERTH ^ INTPR&T AS HE 8{J /MS. 

Amo no fuitof The Surr wFve been talr/ns about. 




X? N&T 


FIRST HE makes 
Fke. Con TACTS " 

/Qfhirmz steps' 

-mcTs j 


RIGHT AWAK 
WTlF LOTS OF 
VITALITY 

intif contact 
rcsinoNc 


I TOUT 

So its nice clear- 


HF Ap 
£fD|S 




oncuipm 

CppCQE 

I-HPS 


BmUNE 
SkNftS PwW 
WITH . 
LOW&F LEA 


TmHHisr 
Cj m p APiF off 
1h Pa BAugu 


)C - 


r JX U&F 


TOTARA 

{SUP 


Fopy 
TNIEK 
Si PEN AYS 


^L 


Ahp 

TWISTS 

i^T<. 
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p/GSMG PcJSfflGWS Go (N Hm " 




P/tS£ ffc£'. 



gfW^M 


J"Di«r 


KX 5 K AT 
■pc Bl<y FMf 
AftU^nJtMS 
Tf^D' We 
MtPpUU 


frEAP ‘ 5HgftW 
7 tCT4 
F&PWM^ 


Cutoff? /I HfW* 
AN&M-r TaflM£6 u< 

\tiC£03c& — 

W 


mw m^pywwKp a wawc ws;/r fs-w in cp torn 



NOW mil a pt>iKlk^U>wp -r^wm PosmoNs. 
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How m'lu pur ih pkt i/p pomotis - 



'Them MlUihe j f z >a ,$ 

l f i 1 1 \ f M | > i i 

v / > 3 ' s'fo 1 s f ii is- 


,1 it, JSL 22. zs- 



AMP YOU CAN 8tT THpYrP 
GiOWOTo BE ViOU&tiTfUU- 
fNBpTWiENS'' 
NOTM^CHANICAP ONgS. 

£XMlpU£ ; 

wim rkt wsr 2- jn £twn£ 

1iut PfSHT gp&fS rOT 
just /NupTvVepNeP. 

JA€ FPST (S . 

it(C wtiolt lHtt& 
[J PA tm? WH VITALITY 
W 'CHAlMSP f 

^DWfCTTCATpD USB 
op JA5fcS. // 



50/^ 7&.^i£C 
/’'WAV FKDMi 


POirAGf 
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APB 3 PEPWire CATEGORIES Of SNEAKS; 


0 'tia'TEAblVCHAL SfBAK @ ^ACXVVARpS 



T(p TOP £N£AK 



sopy 

foewftRP 

A>tUi PcOT' 
WES Tfc. 
WFi&wr 



gov y 
FOfo/YAfcP 
Ai "F« rceF 



AVERfeg 1/^ioN '^4ft?AMS'fev-6^aEP- EXPENSES FteAR Off Wl^-H IFF 

FAST VS&uSN ■ IQ Ff2AM.ES STEP. - «OK OR- SPSS O P pO&rTB 

S-‘K?W VSKCN ?2. FRAMES ft£ EACH STFR To A fttpVWR&S £N®K- 


OH 15&, au3 PlAVFKR' 
S=i-|RF OF Him/HfRSEPF 
/O FRAMfS- - 12-^3,14-RR4W 
WHAfg\IB2 WE WAMr . 

AfALEY past (SNFS 0f\( 3 s CP 


A trad mow ap smK om a y&z y /Ntrpps#?- o^st^uc^n. 

Off MA/M TifN'dS Afp - 




Tk BoPY OcT BTK awJ forth <* 
“H\e£OPY QC& BACO.Wm^PoFCC-f 
GOT MP- 'fteARMMfer USpp Tf BALANCE. 


when Tk Fear ws W oqvtag^ 

Ik ©ROUND,-ftt BOI >Y IS PTIHU BACK anA 

‘Itie KRAP K hRPD |3AlR ( Per*V££> .Juir A MTTiE 

AFfN^f^.FcorC^HrACiS Ik GROUND 
~1kt TO>py FBUOvW - BoiNcS- FCRWAR.D 
AS “fk Foot TA-KBS HR- yyf£/6HT- 

N£YTfit fTpY WIPE GO BACKfAsgt) 

AS OAe OTHER fCOT GOES f&pWAf<P- 


’mH&ftxiiVoti 


c .: . 

. AS \NtVi A WALK TO SOB ARB 
; 3 IMFORANT .PIRAWfNOO- 

wio 2- Contacts 

I ANP A VBpy /ntbrtstms 

PASSiNe POSITION, 

V_ 


COMfACA 
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Ken HAm s Showed us ms fop/imA for a spew sneak ■■ 

IT TAKPS 2- FFET - S2 TEAMED 14 5FC0NPS Fo£- £ACtf STTf. 

£>a rwok 'fmrcFCco&G nmm mm smep aiwg /nsifwhhvs qv onts) 


CONTACT 


CONTACT PASS/NO ftS/TlON 


/ 


5S 


17 



SACK 


^itAKMS PONT 

OPPOSE u^' 
myjusrsAcANCF. 

(Ammmi 
veRv KTnr 
aohon 
/NT mpMS 
W pan ps 


AN IJVVAT F 

so& roer with 

EVEN 5pAOiH& 


HeAP 

TltfMP 

ouspfpy 


goi>y 

NfAD 



ii i? 12 

-H-H 


Is 




2Z 


i 


25 


7-q 


n 33 

++J 

3/ 


rm 

(5YFN 


f 3 S’ 7 9 U is IS 17 


12 IQ z\ 2.3 25 2f 1 c f 3i 3 3 


L f i , i 

\ (it 

I f- " 

/ i 


/ii A <C09D C-XAMPpe OF CCUNTPRCCTON- 

as HP MOVRC A bom, Afte NEAP Gop2 f&gWAFD ajl h HANpS Gb SACK 

this Ki^eEM'/s. it ioam wozx Hiczpf jus t pe&mct&A s& 

avv) NOT ADP/m ANY FAACY i?lK OF /Ml££ ACTION/- 



if m fa/vps wepk cm/ 

?rwo«PP TOOK FR/SHT^FD, 


or course wf can adp anytp/aj<? 

[A/F tVANT {A/fTF/Al - KHTTH/O'te^Joi 

W/77/J USr 3 PWANOS J %LCUm£ 
Kr conic asp arcs oP-jcmmc/fi 

MFCNAN/OAP /AfmWf^iS, iTlp WORK M 
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pr or cmest, we ppuy pa^ts" 


PA£y< *i L-CCtf.m bOfitl 


heaj>j<; 

$li\i- (zOtit 

4TAPT 

fc&iflGN 



CPUlM> SlAY FuH- 5 / OM lUt-70^ AU-tfo T/Mt-To £NHANC£^ £HfficN - 


^ ffOtM 
pRowr - 

W*I£TWN£ <J*CW1> 

mm 




m&r A Zatf 
a ;^4 l/ie> W - 


fN -§4 Vf£W wE'riir 

mw/Ais- - 

f^es^Criv^ v<wn£S, 

, WHfCtf & lYUY 
L-Ofc. of AN I MAm^S 
<1AY IN rP-ORiB 

i jl> * &3opJ I&3A 
| To WAN . rT Fl(STj 
m RacFlt£ 
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AN APAPTATtoN OF A FFAT'fUA SA/MK - 
Tt-mz AFF 4 PLAPNIM& ppAWtfG S. Iff OR g& pfMM^ - j'J^CeMDS pgpsmp- 




ftiWNY, 5*00 N AS Wf? £fVP IT AN fe'/E / 
/r 60fAEH®W C&EKTe-S, pe^SOWA^/TV - 
SeCoMes mr^2rA(MW6- pr Arr&cme 
■W we stop farms attention t& ifte 
X/VATt)MY / OF WHArir WAPPPN/N6. 

ftpAPKP (3HAPP/N SW 1 P/eRSCN/MY 
T/t/WSCt-WPS pi/PPYTPppspt 


/ A< iw \ 
A WALK ' \ 
-/lie ARMS A 
■Wings go, i 
q>«(Yter i 
,-fefePT / 
\ HPRR / 


■^fPpAD ApApr 


fxreews 


?Aj 

Ab^^mX'P^KFDNR 
Of, PA&\M<A'R£\R0H 

% 

pKfmVE 


THiseARp 
“fZafJufMfSelss 
He HAP ON 
ttu-4'PRAWlNGS' 
to IMMAKlAte 
A ^UK-SAT 
WHAT Mi 
charts wepe - 


<? f< fs /a 

, it- - 


3fi , ?o # 
^ z<f 5 li 


?2- ^ ^£3 

i & la- i 


ANP/>R 

wm Ke 

'P'UE-Ff^ei 

Couj-Pfs 

TRFA71B 

FKf^NPf 


But PcoK I'^iV Cf-fV£P 
'THt^-MAM (S. 1 AT" 

HfS CRAN6P0 Of FHAPf! 
"ilL<tAMOWT Of CfANSfi 

FRIO to WHArim muy 

POjNS 



- &OINO ppcM OTRvf£ To OfFOTtXE FRPIF To STRAIGHT To OiRi/TP 
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Afm Aj^T SAt&'Tr FM&m> til*, Fif&T MQNV-1 OF" fNT&ti* rv/& 7EA/rt> A f MYk*N)GN SfUMO 

FCHg. OF ys sa,t nPA4~Ali<3AfT AflWVlAlBP a q>Mf CK F/4 ti fip H.'/Hi Ci- thC S&vW^&T! 

1 PlDTWfS hicks e SAJOAK A6 A At £Xi£RDJKB iH *OV&Z? L ANIMATION - WfUQti CAMlOt IT Kill 0 Of 
r-WiVAry .-- <NC‘L^ HOW BAJCl W£ CAN 60 - SCFT/N<S Ri£tf r cw -ffce E/Wfog (an twos) , 

NEpp/^jHSriti t * 1 

^H^fhES 3 ,^-ite 



Al.’P - ft Tft?N£. 
IV* ^Rll^P 

Af FKfRB^pS - 

fi"p- CLMJty -- 


G> 


3 J 
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A Aloft- OJ ?-4-i - f 

~z£ 


Awp sipeeAFMpAer - 


■^J fffi-AG aw 
3 £&CU£tp 
T&^f 


\ Ifff TV 
Av^e THIi ONE ) & Ni 

/ NcfT A ( 

B^rrci 

Jo&ffc) 


ftoreife Ftcrfiu/^wefFAsr ' r f t£ 

"IrtflOiiSH -J*tu (UMpPiX ANP Mo^H-Y f—f-^-i—i—]—.—| i t-‘ H 
Fins PcvttiGiuGc&of 3 ,f 


j£ JT <£ 21 a*,- 

rtimy hi * I i—J—i— M1 1 

Iff ' %z 


-tag g(g MO^ TtfPoteH 1be.MfH>t£ !NPfcAT££. WT ^/f/iSLE 6F C*J CNK 


SW^K) -tt.W,««K ItWUMM 



PATTEN as a 
-B ur wc-KWAeK. 

t&ji A£h5 C/rA.i±\j 
Of ^ 

A<. 1M A WA4-K 


iuil ®of>y 

< 50 fS R 3 RWAEP 
A^TU: F k&T 
|Wa* PAUK 


AfjUitrx^ -?AKpi 

itfl.wgi 6 frr 


Ft 3 RWAP.P ASAinJ A£ 
IteFfiOT E^cH^S fc^TX 
AGAIN- 
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ike TIP jot ZfilEAK ) 

/TS S’OM0rH/fV& PFTWfeN A WALK A ECiN a*d A olWAK- 


4he ffft wcpk 

Up ZHsd POWN 
piKP PISTONS' 

-HAS 1 o gp 

cWNOnfo 

CM gM^ QWCK 
AG 4K « 6 srspf prpsee. 

A PM 6's / A s \Ck 
12 -k Wi { WHAffe^- 
gwf nr/vYUPP 
FWTABLF F 0 £- 

Pamt/m/no " 

ff Ep.Ks TF WpU-'kMP WN 
pc&muw For. w ^hopT: 
ip<&G$> Cpf^7U££ (oN4s) 



>15 Nor MUCH OF 
A P&sFwM W(TH 
A U/WW- Op SHORT 
O'E^ATUpE WITH 
FHoPt CPCs - 




extreme? 

TMeiUp 


iBrWN 


■Rvas Pos. 

'ttu-PCWM 


COWTAT 


FXTR^Me 

Ir'e-tfp 


IR/WN 


PASS PO- 
-%i poVtN 


CmVKCf- 


FXTRESWB 

iUSLiAP 


m 'WITH A TAM-feP. F^uee 
W 1 th UTWC LESS WHVE GOT 
Tfo FAMJUAR. FFOpirM CF 

loo Much Action iNlco 
s'ubPT A S PACr of tw&. 

TPM 0 IbVjJ CK / 

FDWN WFH TIPTOP IRA 

jitsr ucopwF WH£ irfc 

HANG WO THEPE "- 

<So t Id £pr AP&UNP-TffK 
WE take A BIT CONGER 
pop. Tie ACnoN- 

- puUS VYP FAN TWISf TLc PPp/(S 

- PLUG 1A/E CAN VAp/lHc CVCtF R9S(10NS', 



m CAN 
C-hMTE TAcp 
S lfTtoUFpTFS 
CU&HTPf ON 
AW- PAASeS 
OKEAeW 
Step- 
LOWFKItie 
Knff Fro. 























tfeee's cwe mr wa3<s - ^ s's =s steps p&. sec) h^^pihth^air 

- J FOP-JUST OHf !>PAWm 






pASs 


PCS 


htfci 

ftoPS 

POWN 



4 



Hf^2gs AADTrif^ Vj^SfO/M Wf WpflKS- ^ OAl &'■£ - 4 Sra* ftfe-SKi.) 


f-lsfe Ljp /A 17 )£A^ 

PCP-TwO PiSAW/AG^ 



j'XIiSp^fe *»YrA£r 


jHpfttejfT te&- 
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WF CM GET COME COUNTOPACVOhi GOING ON A FaTT SWFAK frHF iQ OXAGGE&KTEb ) 


CONTACT 


PA fDS 


Up 


CONTACT 





[ASS f©3 


fiKTPp^F 


PASS ftN 


&OTH STFPS’ 




(A;£ C £ © F & H backto(a) 

Q\fNWA'Y / THIS ISPtie ICpA - WHICH CAN APPLY IP A RzpUCCD WAY 70 A I-&SS OYOCONY ACTON N<c) FiFupN 
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IN 4 WALK Always OKt LOOT IS OM^c GROUND. OKU Y CMF FCOT LWISlkGfiM 
AT A Tim- 

IN A RUN BOTH FTFT ART OFF Ik Oft'LfNP AT SOM T POINT rORl/Z on3 POSlVOfr 


IAKP A <?K1CK 
WALK 0/S‘ 6*s - 

IFC-He FccT 
k w -m 
wzomp 

At L 7 H £ JIMP. 

WE PONf NAVE 
A fiMti ~ 
HAVE A 

vH?y PA^'r WAiK • 


an - 

•JKtTAAp^ 
£>FF TEE 
^PCUlV.P 
AND WE 

<^et a £utf- 



H CofeSrtf I WAVE TC : Kp rpAT WAV, SNf TtMT WcWiP Ct+AtZ*&tf%$VC 3ETvVR 0V A f&fN and A AH/ 
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-tut \w,b Tme ttrfriA bit v^rAuiy-Mcm man- &*w<s~ 

sm- just mn fa fttf cfiu emjHO r$z cm n fame 

A 'NOmAL-' PUN ON G'& c* 



)Vt 0: TAKf %e 5AM£ Trfi^Cr m fWrflfc DCWN ftfifFiqtf iJlSu- UP/a6tfT AfftT Tc /f OV^ 



j4 s w oaR- Me w m ^cT r o^fOM^ - 

A CVtPfefl T-UH Qtf 6kt - PifT tV/Pf -fee fi¥T CFf 7^ G£0tWp /g£ 2 fC5fTfaK-fr4s VfWff/T AW £*vw 



W«*sr 
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ANOTHER £i(fJ OH bh - 

'fiie '£rAL ; Yrf&O/V of 1h SfimiHilfe " 
mt Ik. P^epp MM ACticW - K^/rH Ha£W any wP ^ IXW'I OJ 1UTGPY" 

PUS ScTN f^f Ag£ OfrTw G&VHD Fa?-' 2, FfcWS- 


' 5-3 ± 5 £, 7 

F-V££W,J; -f^ j^jj PAfe H?S. (+.NS 1 + 



f" ^ 

WITH fcuNS IV £ CAN pc AH'ftt-TwWeS |VE p|p WffH IW, 

Hi Heap oh go up *W down, SiPe to side, /sack W ife %epf 

CAW BFNP WTWiST rn OfTOSfTt PiWtKWS , ihi FEET Rep iH W Olftfo, 

Pur we cant PC' as much £pcause we pqv't kayf <&? auaiv pcsmatfs _ 

TO PO IT IN -flu. EAW 16 JESTER, ( A v/mkpB cw / A AiBwneuvtW Ai') 

\ i 




pJJlET OP WMS ON A EWN ' 
WIEN VVE RAISE Tit KOPY 
IN Ike UP fcxSIHGM — - 


RMSp l F cmv Vj> HEAJ> 
or ^v&m /g of a Heap 
npvpe. a who^ 
thatL' too m wT-h . 
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Of GQtAfiSfc, 

f?Uf\(S ItAVETo gf ON OKI& sfcmseof so 
MUCH ACTION /N ASHc£T Q 9 (\Cf of Tttm . 



Hg\p SM&HTP/ oti Tu. PA&H& Poma^ - 


M WITH WALKS, 

We CAN co&f -fc&gapY 

if Of Otie OPpOSrf^: Sifp 
■Mi} KffP rr stHAksht Qitk pASS.f^srrfoH- 


5 




WeCAiM TWIST Ik goDV A/P WAYS 
ON lUz fXflZfMfS to &TT A FUNNY 

fFFfCT- 


@JA5 W/fH A WALK- 

W^ CAN VApy IT ey HAY/NC't^&W) 
6p PqvvH ON Hie lHT£f2Mff>iATf pDSf 
BUT ST I PPTfSfSAT "ffje f|^T lie WAp W 
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iArri takp a catoi rwaJ - aiw) 



AS W/TH A WApK" 

roe vitality 

7vd l*V3R£ fCTtCl't 

f^cw vi\-ru a 

CfPAi&Fr o&C 


1 

"4—’ Oflf 


<"—- oft .8 $ 


AND f^SH OFF 
WffH A 

^T)?A!6Hr L&Cl 


<Couu> g^oiMs" 
OP-on S's 

W ITH 


WA caw P/jW 

a euw 

AAIY fC&tTON 
iWI^-EUW- 

STAPf WPtt 

i&t- contacts - 

/A -ftu bXTTpMO 



acrAsAlfe 

CorttAcr 


K(ra »» "MP 

C#0£? 


PA>s Toe 



£wr fpdm 

tOPOWY 


fosmcNS- 

ftCftyiMss 



I^PovH 


&azmz 

ifit COV0 


-fe H/6P - 
PA<* AOs 


StAjPT ff&tA 

TkeUP 


ftSSfTToW^ - 

O'k.FFFr 
CPFPAp 
J(V the AITT 
POSfTm 

AS Tfc_ ©op^NttS 


AtApT W /7H "O PUStf -OffS 


: ) 



1&e «P 


PASS ROS 


.^xTFsne 

ih&up 


Cd\TAty 



























IN A FAST PMN on 4s) % SUoh Lp HOT FT AH£> /A A FAST Pi(P -fte FDSmoFF 

BXACrfT y "Me SAMT SIW5U ETTF AS / it COHNTffc- 5 ^. CtfTC/FP OfeftAP FMFWTy 

VARY itF'OM p-jCW - /VlAFF / T HIGtf&Z' OR. lomfc . ~to HTTP CARRY "Tfe F/p 



/OVWtAPPi «6'\ 

f AS TiA/Cuto^y 1 ^ 




iw a Vtoflvwi/ putf Tie asms //<; w a wm) Commz mot amm we °w £©*ie Rear $uppx;& 

y - y oNA t £aN- mrr 'hot on a mpo 

Fa>T 

PATTY TUCHF' /cwwss GWp ilfi a\ FmT To VARY If- WHAT ABOUT HAVING %* t£S£ 

■ 1 ' eS CrAND ° !i j FXATfp/ OPPOSE 7t> Hie STfitifrARP RUN? 



MIT 




PFPFS A ^ PpAWfiVF- gtfl WHPFT lU WCpMAF 
PA$&IM<H?(9S/TCTI /T {(SePASY^fOMi -IhfQWOi^r 
ita AP/tfT 

pec its -op 


AYP CWTSi AITIXF PcSiTOF 
PHs7-( Tfe tfEAt> W Pt?TY MOpp Fo/BHF 
(Jur act rgo man) 



PCW M 


Mfp-DJ-E 
HCS'VOU 
A S-Tjserq 


PCWN 
5 


181 



















T <2AN BE a 
HUGE FttwARO LEAH " 

fN 'rfa^t/' 

HfSte FASrE£“fte PWY$ 

~rbt /Y'G& if i-mts FOiiWAFD 


( A HP IT PC&x't have To SE 
{ IN EAlAHQZ AH- -tfte. TM>l£ 


) 




Opvkhs*-/, 

W.e CAW 7"AKe TffWfiS /MhfOK FtJPflteR - 

WkPES A £tw £W 6s f puam&> rnmlfc, sftW Rrr pa&rctfs) 


pFCiln^ Or -TTw UN& ^4 p' If WKPS AT WftST & 7& ir 

■StT ro HisEf Hit H31* A^V.WtS- (I* All A ELL TH,£ LEWS -ITifi To£ F^iWJtvS - 



goOy Oflp} 


Ifc teUltf 


tfow A&ainm QAie 

A 6 PgMVWS ptitf 


■rkt n*ft! 


1 3 

H—I- 

Bopr only 

&K(Wi 


■fuj. ttr 


L*& 


*-*—^ j ^ i J-p££ ' 1 ■' w 

ffc***v P*w 1.;;—(—f--;;i RCWftf ^ i-i- I f 


S £> 7 


i-r v v-i,v 


irtWCdf 

U&-- 


/Afr^R^n/ife^v, 

/rt jSw/tt mi rNAf 6 mM& te a w/c^- non imi a 4 ^ s pgAvwAts m . 
ami> mi wmt, atpp rxftwr uF'wmm? mrAcww *m% mm$s> &vo ms aus/s 
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WHAT A&OuTim AEMS? po ti4ev pump s«af^ fwm wotwY 5 paabr ioosflY 

po 7>M SWING m:M OpT TO SIPE? VO im HARPPY MOVE at AO- ? 


IN A O-fCHr OR STANDARP Pu/V 
TtfN AFAK C Ai /N A vVAi-K) 
ART OpROSiTA TO life LPOS- 



ppri tpy a Ppsmfcr^p arm motion. 
ile ARM &T/4- OPPOSE Tfe Pfc 

&t(T /VIOVAMfgNT (A ££&il£ier^D. 



ARMS /3rNT At rpEOW - VFRy prPYP/CT*:p. 



^TplCTFD IM a WOMAN? RON ' 




CM A vrn VhOT RUN 
tHrrrfe a pahcvf cr iSo ma\ 

A&A f^oVmtsNT 

IT CAM VTTco FAST zA COAH-N/MS. 
7H£ PpSACr/cN S/lOtrp AQCx^lAiAm 
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riC'W A Sever ifUfl: F^C'M Sfpt T& Si/>^ - AMP / £ (WCe kS* *k£Sf*C«V|= . 



a * 1 ftpr 
AN6i#> M v 
f>!CWP£ - 


AV AiV'b£V Rod Ott $k ( 3 Srafc^fUee ) tfjegPK Tfa TWlp ic ACto.vitm'E %i MlltfJ Aftrt wi l^aCT/C 
(J) £ ^ (3 ^ 
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WHAt A6c*tT VAPYfNc~ £V*£Y otj/S' pAs¥.i n& p&zmcTi AS rtf? r^un fjsc x^e^sps 7 

HAY& £v4Efi.y O^t'es-- fteernow d*C PPWiV — r=''•FN TtfOUiSM &&1H FN^t Of 5 ? 1 <SPOt 



V® 

AS !>it> A WAJK- Ue"t£ HAYF Ui£ fit&ffi FtWIRNlS AWAY TvVfCe A£ FAST A4Ifot FFFT 



<^(VT?tL: 


4AY WIS WKf 
A RUN CM 6's - 
THrK PUT^e- 
flpjvi 

ON * | 

ft&NSft&nw 
^5 duJoH^T 
(okA's) 


CctipCT 


p^gs fry. 
Ik H-KSN 


1#ie ABM EJfTpFMBi 



W(W^ TWfol 'THE , 
i-EGS o'i h> H ajj j 

5 .UT mu Fmm 

to Of>PO!&%t 
l #St HC$m$ 
on iwwr 

ZXTF&M&. 

*? *J% 




f*st fas 


Pw£ FK 


tcwfflCr 




H* AYD^Nf or 

MOV^MFNf Wli- 

To et £*sir« 
£H<£ it?? pu* 
FvgpY4 m 

(& T^A & 

w? couu> iv 

Crt |?£- 

T?< 6 Arm aca* 
(4 AUMfi A 
- IfltontO 6& 

ween 
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- WFCoul D MW& Amu ANP HAV&IXn: AAW$ Q>(tf3 TtViClr AC ASH*. F&ZT 


rte QoyiD 



It* 
RflNflNgfc 
A/fP rtwf 
-flu: Am 
Mti&m 

oN t&'S 

ALSO 
Ipk U^M 
fkBotry 
^CKSWKPS 
TflRTlMte- 

Cff RAl^Cfi A £i r 
Tftt &AMAIC#. - 



*7 



Aftyf Pl&*S. 
2f 


"W UfaStf OH * 17 


1 


1 


( 


tf£52t=S A & KUtf 

shcwwg new lye o*w va^/ 7ke,s'(w^aiprres at a rstrun - 

-A(?AtfV, £o 7tfAT POPSWV w it rtSJllST Ik S4 A£l OY£ LpS due) ONE AfW &CMS AROJAl£> 



GxmeMz 


hPl-^C- LfTV^ 


friir 
uVftsr 


rii.sr 

r'cCT 






WCWE JrtHf 


COUNTER 


Rssinow 


have lT?e same 


Sj tHbuprre 


»*Mi ir 

rpcr 


c-tfflFW 


* pto mi^jKAa^ ^ bij;:jm con cay? tp qwvv^ l&e Fept-wst wJ^AFwr ^ ts&sAte Am 
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A JOGGNG PUN ON & 5 - 

f&&AU$£■ -mis PUN re SWGMTty Siowgp. TN/W-stU P^epaPiN& C^e t>/5s 

AW B£&U£F iTit, J^/VGiK OF T;'ie. < £ M«CP h^PfiC^D^O^^repT A^ WT4/V& 

Ftfi jw » - 'iU Qcwp&t aJiHogeiTES can £tc mc& aukz -ifi-r^u. jviTBsmr) 



£xmwip 

+l wwn 




T-iL roww 




In* up 



'ft* fasr Tvtf'sr aau$ twa? APcunt* in a smau opspe jssTGces (iP^inu poiVN ■ 


t 

v 

E>qmiP 

^i-vi rtswhj 


t 

m wp 


i 

RAM PPTS 


F*m*g*l= 
iiif. hyxn 

i 


GPtttt 

I 



A toi&Hl Ej,N CiN - SSJtjqeD ACucH- W‘TN Qtil'i Otik p&WMS CfT : “7Zic GPOUWi 
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7 aK£ a FAT MAN (taWNtMC-r ON &-k - 

THPRss & 01 NG To Le^fS c^F up W <?,*/ iTTe wpi^-ir. EeC^-Sr Mek 5 f iiV W /££ftEW 

J/vWp£>KW&y M'f" AsSiTTCW, ^7fle¥ Me HA«* IS? H PT H>M&LF Up OVEf^ifa N&T 5 fiSMfZ 

/N /9U t- P£WjN Wfc*Wt-y A6VM. TWfcTV H»S HEAD i£AAl£ F^*YA*3»lE> R&f-itfi 



j£- 


^ up He’ Pcwrt 



i^wW-T 


± 





SStfWe hfeS KgSW - 
rici fMAfi^efFTt* *tu*l> 



A H«C 

■a fisu^fi® 


Ai"'i WR'-mAtF 1 Wfi& - tVtfEtf A £WW£R KSMNCC A fr£A!*E T^V LTAN TcM^Tk* CE?YTR£ - 

w Thf- A^aso'TCAf or tjJatwsn" — 



i-e^i 

W.7T 

Ths? 

4-rP: 


I-IKE A TH^V ( 7 >d^NSiN &Cfl 7 l 5 * 


f&f cm -PrtCK «r- 
- cs* 

l ‘ cvr 7Tf? 

e-yc witt. rai cw 74: Dsi 


IBS 




















SomBOfUB SAID THAT JrtVtzNTtON TU4T f< O^T^Af/C 75 AOWB^. 

C.FCTA.WU y 'THOUSSAH&S CF Rumtws-A&jcatlt> '<iwz&' CA&T&ZWS 



Ffc&uc-m ?Nf>L0£> W mmm? wkW o/vs- 


efl 3 ^ 
on 4 f > 


.iAri film -1 
~~ i'MT 
iiewjVlLy 

/ty Si' 
i c*tt S's 
j ew 7s 
Vow Si' j 


"7tfF FAST ^ ^ Mzfts SMfTAt%? TC&&VKT 

Fmfts wmw nf&> f^w pm -t> 

fttfCncrt IN &&VME gj^use' frA^OfcWWVS. 


n&t& msom 

M?& HMt ro tfittXCN -om Cprwmi 
FCsmCHz 7& mJ> crnzyjtie fYft 


f-rns 4- mivwcs fwmcjw £uv 



PFfjsCTlVE FOR S^OPT-te3GFl> FIGL'/^V 

Tftfsis so FAST f 6 snaps fe£ sgawp) Wr Tfej^S tfOTEWOfled -me ;o 

ii\e A&& Al&UNP 1//0AHVT/-V -so wy /ehj#£> te ekt to Sj^tCH ’fce AfiwS o/T 

in FRCMT. -t*lfe M& ACT^ worn LtttP. e£ *t) SBMND-flie ££W f FTK 1 & SLflWf ) 

V> ow-^ F^T 

VTFV L imp UP IftJ few CA r iME*P ?W Bccv 
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t 



-fH ^ ONE h' c - f%JK Pi-savl -ffit WF MM*£ ^*T?£lW£ BUT/TS 
<Tii.\- CW £AVS^ *M£rfT- />i.77£73TJ H L“ "Ti, t j^LJFPfHQ- fpEWilW 


^e/A77CW^ £W 4 PR4WM? &>*& 


-ftii POuW 


'fi'a* £o&Y&&& rSj« awvtsy tp cewC4te m&rai 


Ttjj Qflflft 





a=P 

s 


Z 3 !^ oT 
* «$) 


ftii# t3^f= 


ccj(?7%;r 




A Wtt-O CttE - Wm/A^YI £«r4£ff 




FwStf tffK ROSfT7CVfE fcuT^m- 
W^FP Crt -rteFiprtM PATT'BfSj'Z 


ptJWW 
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I MA&E TrftS KuAI OV4^ - (VS FRZrf 71 c PuZt J OftZS ^T) *«?(§} 

’ r -FClllP HAVU SONS j-V/ITf ,A fffT/VSCtf? il/ 3 ^ CtT-JV* tvp 1 S-l73£T C K £)* 7fc .EfcW /SifT tfe-(- Eii j4CriCTl Q!®^ 7T 
/ r -: A CYC1F - is&wtAtW Wjm HAtRr, AKm urn« orrrrjw^ *W /WMfATkP pKPSfiSLTrvp FP-CO#^. AW A^U^^eCS 
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ingp&ntaux, ascot cycles - 

IOHG cycles. /£& GREAT. Gf&trCYCte S omotopf &N> ASCVem - 
gi-fT/F We take SPIES At CTPPEZ WfTH VA&ArtOhT IN itie. EKTSTMES 2W 
PS>m& F&£t770ft£, fic-ThEN HOoK BACK To ^T) / /r STrvPr cPPmAY s 
T&e EVT RRAD/AJO /T A CWcFF > 


MTfF 3 pfi4W/Af(Sr RWW 


£> pm TpCom>\ mCAHT SETMUCH FASTER TM-M WfS RAGWE 


f 



to wake k whtei- op a spoke appear to go tecum si a a pope 
WP NEED A MINIM tm of 3 ppAwiN&Z/POSITIONS- 


Two wo/vr Po i'D 

ff JUZrFECFFRE - AA 





So WE NETS To Fl AlP 3 M/6R |/VORWtf^T iFFpoSjrKTS To /HAKF W 6r0 TmW-P 
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T'■'ear CckWty-fss ai th/s — 


^AQCAtty Ji^r 6 f£T TYMri ~ffl£ 
3 p/2/.l*W6fS TP <53 o A&OUN&. 



*xTPsm 

a? 


c'jtmiiT 



res. 

r-cvvr f 



(Sct^iMc 

tfP 



WSS ft® 

t-;. 


BfTfcSM 


or cckwef Jr (wsSjfrw sftafcr e*,mrtfi Frm&$ ' 




^7Rpm6 


£nm' 

.as^ 


fsio 




faTF&Ui 

Uf 


rte j*-< 
rwM 


FtfS rt*. 


t*nvwe 

MP 


t<;i4w 




SriT ft 4 6TN+- WOfttf A Ftecvm 

tie 


f*& Fuz 


etiFstnt- 

Pcm (h 


PASS ft* 




tir as 


i. 



iT 



193 



































V'tPQCN L(& <£W A 3 PRAWiHG ' 


._' ■ i 6HE j 


*T«4 FfcS 




e*AW 


t&YfT&f 


TCte S-r/W^vyeP 



A/VP /££ Ifee, L/&S*# Ff&J££ 
??#, 




1 PM IHcST 


><r& tv> 


r'tvfffi £ WfT 

A VA^/ATiQ/V jsi*r £n^f.c,vfiie Ujue larrup*- 

RPS 




Ani; 

7b Sr^Piis 

truP ? 


HAfe 4- PRAtfWSS 
CA& £ T0F - 


iVSnzP 


im it^ 


C3T| 


■-ckj-A.r 





/WD M-Wt 
ffeglEe oTW£. 


2^ Wjrp (T.*?) 




** TO 


e’XTr^M^- 


Tt*^4r i5Jir .X /ft££ ftwfc* H^- 

|.Vfc]-l£ 
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f\HP WE CAM ST7«- MO fcV'£N FASTER ' 

WF CAN MSE 3 FOSfVOMS, FDR iUe, ft£Sr STRIDE rA OAR 1 / JWO f£>R 1&e 

i fK ^ 

H&fZE£ CMC FffSSr 3 ffrSmoNS - CONTACT ISKVUCmS W fTH wo Fc&moH£ ■ z 7>J S 


ORV> rt^KC 



■7/ilAKF FKTfrrn ^4 A-Alp CW/-Y MAKR DWF Ifil&WftN gFTWmt If W AXW/Sip 




/ AHPMA& 1 
[ikcMGm S7 



TW(S&/I^S£K 

wprwo-y 
io Snsps 

1« /l Spec/VP 
(}?£Aet*rtu.Y) 
"AwnfLty fast- 



<70 WE GET: 

©IJSftVlE- .PCkW 


PXTOWH 


w s 






C^V^TT^Cr C'TN 1 T^t-i! CcJ^T^ET 

A W> WF CAW Sk/JTCH- fvCW OWE SIDE ~fO Titt OMefZ. Wint 7l\t $Ho£rZR o£ tx>HGFA StfP " 



u ri(Vt vu. ^ ,-,,,>/ X Ar t-EASr (v/th Fima Running \ j 7 VT . ^ 

OUl h4S I f7j fC£Slfit-£: RtiAC ly at 2.A flW®. SbCoivp J^l^STEgS 

/« Tie 4 c>2 P(£&CaoF fm AVffiy fuf HzO'lk sl WM/TS - /AV^T/WAeF/^6- 
<%RMrrf'60i(t& FASmz gj FASTER fbR tfs SPMF tfeCatfD TASS - W 7WF/ 
H/AMT^O T& <SFr g, /> / 24W/N6' WS TfWr AtoRKCp ■ 


exrP&[E 


hu a p>i&w/N6 eu/v) 


C/^pgn^ irk - 
BAjEeiie Mass pts 
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WITH A'lftO PiZA\MN€r RVN - 

~fffr Tizopim with The /-£& action is that irk goiajg- to 

AA/P ICQK IW WHAT IT IS- JUST 2 - pi>AWt/&£ SHOWING MCKF CP {&2 AT Cf(CB ■ 







A POLfClT 
IMAS& CN 

-ifiu. scfteeN 



Bur rtf as Snu wanttP To Strike Humana y iMf&sst&tE rrm> - 

QNB SOLUTION IS NOT 70 PUTiUt PACING FVSiTiOH 0 F 7 h> LEGS iMflit MiPPLB " 
Bur to favour -two of r& veG Fes mom' cfccfa_ tqgfthfr, , ,, 

£0 That RFAOZrUt'IWO PEMft&S aw) ~Th&J it jumps iU FIG GAP. 


pfiSi p>£ 


»(IWT 






CL °Sh TO&t^ ^ ^ 

Aa/p 7k o WFm f' BfaFiNg fmr art Also FFFrri Ctcrp To&FTWn 




7 


G. ^AiUVi 




vm cvatop). 

AMP IK The S4/AF THING WITH A BACK OR fjZONT VIA W - 

— 3 ± 5 Q 
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i% same idea worn- pfzmv hi cay oh a % vim - 



Bur bob a s/p£ w/ra A r/Z-wse rgmK? fy/r// uoHshB ms 

i rt &&sr to cyvasr to a s ppaw/h&bum. 

Bi,(T FPOM.'Ittz PROMT OR-Hit- BACK Vim iiieO DBAVUHC PZ-ViCB WofTO 

AOlDHtO-HAfGU/ HEEL - HOT POSSIBLE t BuT B&HOlASi-B,,, /?- STEPS tN A SeGCWp/ 



AD,Him ACTUAL TASSiNCr PC&WCH fs CMtrfJ=P> - IMPLIED- BY Hu 2 CUBE 
Tc&ErHzR. PPAW/H&Z AT EACH PHD -AtipHt 2/0 JUMPS 1Ue. OAF WH&RTTIT PAS 
POOfiOH WOULD Ho&A AD-Y BE ■ 
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'Thb SAME TH\NG cam 
HEU>E t> Ai-Cm EY d>V£pLAt T3WG- 
COTTFAEi EtfAFES - 







.A^o7^ way to po-%* 2 mnm aw S/pta/^ruc 

AS’ j4£r<5t?A£6W& -tWjsn TAe pYF /rAi A r*CPT OFCctWtiatfe ' 



AWT'Tffefc tAC-VC ISTOFLAiLlfc Amt A£CWD 
F^iVCAiVf- PPO&&&UH& ifa- &&/ >t‘ WpAD 
i_£7W f^ElVAEP AS SMf (SO&S - &tVC^At'^ - 
Tjf? PlVEgTTk*. E'fE W TAf4= itieCMS? CFF 
IUl- X PRA WiMG- 'FUOCERiNG ‘PtxST ACTION* 




■ % f/r4D Cc^p mgy£ 

//V A TtGHr CifEMF 

A MfWMtlM °r 
4 PPAMWS5 TS £*2 /r, 
-/^r^r cc^/-e /toty/ 
Coiep aw 
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(HCipmrAUY He&k a summon of a mn&m fog AFm FuaguJg wm<f 

A Rl'fH- (iA ni A (ZUN ONTNcA-TH 0 A£M& WouU> fMifTv/Cf aS TU>W Afi Tu<z PMAJ 



Gog A FlK.Au VA&ATiOH Ok A Z DWdN&r mil -'1%£ FA'FfT pCONFlF fiUH " 

m Can gft into 3 wn&> 


/ ^ 



W& Cam rave JUsf TuJO framings - (cn dm? s ) 

Put fT$ Quirf fffezvye to gum therb cn z f&mz pusozves 

THE P&AWmz ARE oNrWCG - FOR z FRAMES EACH 

Birr QoFrmeb gy tg pgtolvbs - 


P(S£b<-h? 

-fat |«r ppM^Vfl'SS- 
ogr 




1/yjET CAN, or CM SJE ADPMORf GS-UR FC&MoNS. 
}'Vf ’FOUND THAT Z FRAME DfSSOP/FZ CAN BF 


W pissoi-^ 

Tfc £>p 4 if^ 

w 



'Tfte pFUp l£ THAT 

pJT'f ont&z fgwg. 

1$ A Ao/fo tt&BUP 
fMA&e 0Xf>oitJ£F. 

f£AM el tern Foots 
FtA/m z f fo/zo% 

Ffime s fS- INFvcuS 

Fpme 4 F T( 9 Q% 
f&fiZ 5 /s mj f&flas 

* &m a sw 

AOfTUAG FFfPCF 



cjgfcp in Au goftq Of action to Foftfntnintc 
- fsj'fCiAtiy WfizNAke ACTION tc CTCOFToGBfNBF- ITACXFAS AKiNJ) OF YARN GN . 
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summing up on ' 



/ RUM S AR£ A AWAY 2 CW OA/e<S (zs&w ^ m a mjcw? p^f) • 

^ rttUCii i£ ffef\U-Y jt&TA T&CK* / 

2 WE Can Vo fyfP-Ything Wl po on wADi S 
except Fesxc-Ep - Roughly gy HANF, 

3 isni&.H ead pumping UP-udDom? 

OH RO&RiHG SI PE To CPF ? 

OP- PEYOHVIH& IN A S/AAR- CIRCLE? 

4 - are Ife he&s, pumping upaQdovjn? 

OR PUSHING- OUT BROADLY P 


6 ARE-fit*, ARMS To BrCoNFINZP 7 
Sn FF Pom Tkt BODY 7 

OR are THEY THRASHING AROUND in SRCAP ACTION ? 

6 WHAT IS 1h<- BELT PINE CWAfS ? 

7 SHOULD INF SPEND MoRFVMF /NiheAlR? 

OR POWE SpFND MORE JTM0 ON %t GROUND? 

6. \ur should Be inyfpwve, dapiiY&^akf chances! 
c < 'THrn of coueSp - who is Running ? 


TAT ? 

OU> 7 
THIN ? 

YOUNG 7 

athlete’ 7 

uncoordinated 7 

SPINSTER 7 
Clamour Quern? 
Cop 7 


GANGS i fR.? 

CZIPPie 7 
BISHOP? 

FINANCIER? 

THIEF 7 

CHILD? 

PRUNE 7 
HIPPY 7 

Qha QUEEN CFENGLAND? 


io ANP OF(X>uesp i WHAT ARE TH/sy PUNNING FkcM- 
OR TO? AND To WHAT PURPOSE,,, 

WILL HAVE A pRAmAHC EFFECT ON 1U& ?UN 


















an C w oh Hq* i/exr & cw ^rtes} 

'TWaf oi-p i-A-tv u^ahS a Gtr UK* w AMm.£t&d £qa& MAP 1 ;. gur H&& ,4EpfaN s^s -fliia c>t>.^:- 

ffV^fEYTk^ WfcVff Seek T 3 *Jt/f*S AEOmT. 

rfj^sr we rtEe - art +i - wm itt Cchuttw^/e. ^ *? - 


£P£eO 

APAPX- 



(Tfaxtftisr 



3 


CQHW&T 



© 


£dNTKST 


-fltEH SEeAK Pom ~ 



ARrt&ff>£r4F 



£> 


rj^TAj 



(^CWWJ.T 


J n<ss>ns 


£M£ Sft£J 5 our WfW A VePVOErtWJNep OtO PE££OV5 &W " wkp aw zX-A-tULeTE- 

HZF- tffAO <50f$, ^ W PCWl W AfiDtWD M A TASffT aftSL£ 1 vSfc (V**i 
AWD NWP rt(2Jfo^'Wa*Ate&' i# 4 SwJ &^FWCHfi^ — i*W£ A gCKWK . 

HAVltfS W£WD Our fte. BODY, W ARM ACTUM, WE AK> tie 30KB t& fiSIAh- 

W CWK ACTiCW mJ fUtPPm WZEHT Z&W&Z MTSfc~4£ AStML, PO>}& ONE Wflfe AT A 77WS-- 
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d P -3*2 toiw AS SHf SlEFS - 
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Atw She t-ow&p_ Ff±ErpAp-&& To 




r^30"i£ 
Mfc AM* 
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■St 




3S 


fr- 
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TfiTS CU> PAPY MAY PCOK A B>r I4P&A 
WAi-KiN& ANATOMY P&SSON - gut SH&S 

A pttc*f*vti&/ mRWjCAT fDPMUlA - 

A §TAtiim> 'Aoz HOlVffNOOO 

m.p£ , mr wrm kh&s ad tisowv - 
W Wrftf FlOPPf Mi£-£fo ■ 7H£RE'Z 
a corner Eglwm* Sarid im> sn$ 




~tut Fwm&n of rim &r&m stop- 

Fms #tf aJ Heps n>cM Hfb bfft r&t anp lanps cm ike sw p^tfx-h. 

2 PRWk ut ^ 1 iifPMT FboT LW>$ Sfte’ flbfS Fftm IT W UM>S 

cm pc same /ttc-Hr foot — ~thfN ^vM^P/Are-y p*-nt koiaaj tzu i eft ftor 

2<d Hope FfZOM. lT r MHDfHfr ON thz $Ad£ LFprFocr 1ft e* Wtmf-tte&m; 

(Ht& Etw Bmps rrm f) 


ft At %T 


33 ?7 JS 


3-T- 


IS* 13 1 


Ao«* Jff 




Jf 0 "*'F'V r * tC^T^cr 


„ t'Dp. qm Rt&rtftir * 


<r«jHTAtf 


* c^Wi 


1 * ON Wr FtfC 


1 * Hoflt t>w K^r rter 


raps; c<J 

+tf ,-fC=r 


7* 


6? 


fcl $7 *7 49 -f£ 



e oftAw^ 'F- ft <\ir 


c^ttflussa ^ri 
^rici^jirw 

rag 


* 4jlWWT 


rsrtlW Jritfttrtfr 


Kl 1(V UN L£Fr rtv.f , 


KiffW, Otf 

^t*nra*jr 


C«r 
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■t 



* 




I 

& 

# 


,4 TWO POUNCE S ON ONB FOOT 

THepE A^F AIM- KlNPS, Of SKlPs BUT Tlx EA^/C K 

Stzp -hoP, step^Hcp, s t&p-wcp, s-tef-pof e &. 

WHWI Vf* Qc? FOftWAfiP Oi\a FOOT £tflpS A BtT 



i mb step aa/d rfop o/v ewe mor- 

-thew ^ ^ tfcfcw tfe om^-RacfT 

usually, we take twice as u>n& on ifo .Step 

AS WE ro OH The SKIP 


OR W0 tier ZZCflPLy LIKE a*t CLP MCS/ST SKiP ( HoPPltiG CW fef - Cti CK'iS ) 



AKi:> VQU HOP ovzR - 
lj* imwe cwTfce sAam= paor 


TtJCN >tw tb PCWf 
CW1V* Oft&ZR&r 


AND HbP OW3R 

t,A\>Olh£- OH THAT RXH 


Many th>ngs can Happen within luc action — mcWmbnt of ARMS, M&&, Etc. 

TO MAKE IT tHTff&Grvie - 

THfEE apt SO MANi VHftATfOte - VAPXtfi TYPES ^SaMANY FbSgiBiP T/eS 
A UTtlB GlfS.t- <$FiFPW& KCpf tfZES A paufiLf. BOUNCE . WtW QhITF PEpIfHTE APC&f 

A p&fzFf&rrFR skipping harpw i&wt ie ground. hahm me 

Tti&E$ A OPtfftE BOUNCE CH t-AC'ii m?T.-A\l£pV £U6HT t veryW^k- 
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W't cO A CUBjj-E -NTtfVP WM-K) 

\a 'ewAMTil*. nG'jp-e ro step W Hop; 
Chang? Peer, vr^p ntP i-if-C 
CHANGE P&&T, STEp W HOP, etc - 
HAVMG Ac-nn troiiT&itiieu Wejtfsr pent-- - 
ttoPfwcr ^GlXjup tg ; 

',vpat po ww do r/f^rV 

Ar’S^fy"- T7/€- CQVWCTt 
W+fCtf OX PS? TOHi&^L, E(5 
>4rt^m?-fv "tifie- CWG& - 

«A.vf?-r a rtbp/mj. ^/,A(4< / aiake 
two Mm Contact Ft^incm - 
£>K t WMT& TJie TfcMfO? 

A^tver- Wftp. 76 /tCCc ^CPATe^e^K 

po rrew 24 s /■ ***»»> gre pfr) 

J t_ ^4-1- 5-TpPf / 

GK, NOW WHAT? 

^SWer. wet--, Wp/f- Gttf 24 

u&h Pir tM Hie 2 STEP CCNTAC r S 

u£iv MMt Titers £ FFAm^S Affl£.T - 
THAr^vei 3 etvrwcus fwzsttovp 
(_ lJUNiCM J£ A/SOlT vwat tr WAS vwm 

\ H&PP& A,r<JtiN D T^hX ©TC^.) 

(L+ts cur "ft* asm AcncN nji htovJ. 


fflip, A/Otf A4- tfe /MMF t rs PUT tN 

fa ffisswa Rosmaivs petwsbn jswgh 
coata£3t,,. 

Fur WA/fA MMVTE, l&k E£ C4^VR|S- 
Arrs KKm< iujl AsncW up a en - 
(-£^6 AWKfc ISe ffWWGAr ifS' * 
VVJPESr Ofl -Ki« 24* CcWflCrFOSnEWf 3=? 

/W T.HAr m i JHAKf 7 .'W% 

7 T 1 e prtsswe- fts-mis Foiled- a&c 

OK ftow ifVpL pur w ijit ^#smsj7c^ 
TfleY wouLfc> aMetiwav C 70 a Fr 
BerwRrt f/orf contact 

,AsTJ 7^7 QfVgS US 3 KW£ fW-SRtd 

ws a TPfPt.F Bopt^ce: wjpwfc 

ovewi. snejpe - /r/C£. 

Now APU WE have To Po /c AW£ 

^vr^tLhs^r a^ffov//v6 

7&t Am Cw/A/GS ArjS4Ctf £WD. 

^TkiS (Y0i7p^ tV£u- OW TWOS f Sur wg , 
OcXiLi^ FCHJSrf /ffi/CTfge. BY A6t»*S C|V^ ) 



F^rfflaw 


tflOAT 


VI/lbEST* 
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(4^> M i 



new 

MV* 7(i < 
Centre 
/OTIlT 


eawr^r 


ffAgKffaPTTWEa 
?LUhU ifFP 




f, c^rwT 


:!c"AfM^ 






tosm* 

fKmeM 


Wif If AA 
■flkflfi© 
CVflbtfi 
OPflft 
TO U 
TtfjWG 
A^f 


ccAT^cr 
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VJP- C&lAUp A i-TefS “At- TimwG OM AS^CIP w liWNpoFUKf A 

/^r Wfe PA0 nilS: - V - A WAtKlN&OA^/ 


S fiSA/HE!; S FAIG 5 & Ghi^t H* 3 t & S 8 6 

Hop hop v ^__ hop hop "• hop Hop .. s wop wop 

&T TO -fie FMfTHM SLIGMY, tr COULD £p - 


8 

^C’P 


8 (CfK)s*K 8 

HOP v ^ /top HOP 


Cbjfcge fat g g 

^ HOP HOP 


fOm s 
;fop //cp 


fwT 



Jtf A 3P04P JwMP Hit Pt&SOfi tiWA Ruti 3iio W HfL£ &UHH(t4G 

WP£*£ INTO AHMrClfAfCti. faicm tohw$ iLt $.?(!*£ SWE KeeP PjzVBfim?) 



Smt ioercF t/^jw a fMecu^Tit mw&i t<, m<Mo ppoa&gz - 
Cm r PARSES Jl(?T t-ONG mOUfSH 7D C(-M/^ /WfPtf - Cj>tt/ftr &MW£. 
TO A HCf^F M A popop SHOW- 




ANTtGiPAT^ &YWt 


WC HEAD ftfSNAf& 
Hm-ps HiM-G£?ro*tf?- 



He'U- fcmOD zJ ad MlYD *d GO IttfD A pun AZAiht 

Vim t& anticipation EWtr Pots/ir uer vfP.y ujpj$- 
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.tSter u/r? op opav /H 70 Tk-e.. Efcpp/ps, 

mi^ Oti> V3aPW/(C^ ' AAlMATtCW MAKIM * , 

* W7/f/y VOti TPWK VbtfVfE <£CWE P/^SYOU&H - £?C> I v'^CpAo FAR.-. 

~T\Hph THEY ;U/<Y, v tF fTi TcCj far -Y'CHa CanA lWA'tS PU1-F )T RACK t-ATUR '. 

WHi-jL-, / N&VFR- SAW ANVOfit PjW^/- fT £YCK- 

$£}N& S'ELUGBtetii; I'p SAY'mU- Ybu CAN ALWAYS IfitC&pSR trLATjz' 
frn-> f hevfc saw WlOhp /tfceMSe /rwim tfnffiBJ 
ANYW/W, tr H&TS To Gf-T LOTS OF LEAN INTO fae gOpt&S, 

A 'Ca&ccnY'J mp LiKe this wegos fine? arm action (S goop / leg$a&0K- 




Corner 


€tif u&vk OH AY om CF tte A-^&S j 





Conner 


/WA 
cctJifii }r 


'tiHPS S^FAX If UP WITH AtoReACTION WITHIN ite JUMR 

( h/g?effr ) oh a Jump 

1g avoir Floating gnf weight - 
I F A F& 2 SON Jumps IN Hit A/£. 

WF\r- Got to get acton wtmMUi* glneRal acton 

Get The. A£m Going 
OP The FEET GOING 

WtWtN lint General jump. 

This finfs give ir w&Off &*) avoirs floating. 
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Lpfs TAK£ ^ J7/W5 S-TA&VNG f-gOM A StANI>!^& RsSiTfOH: 
%OM 7'AKe AROUf ike samp TtM£ * I { 6- T£Cctit& TO DO l&ejMfr 


ti 


I ft GO !f& 10 & 

, To ^Hew 1H& WflW 

CAP 7£CW CHARACTER-' 

PzcPazncm 

THIS t&JUMP IS 6/V TYck 
{butof CCiiRSt, omc\ 

CCUU> B>& ADD&D H | 
l 76 WAfWiSw ' rr. j 

miyirtq wrong wm /t- 

/ r FUNCTION W& 4— 

/ 7/KFiretrA^ 
rrt /vet &Kee4Aiww£P- 
- £jMP^ Cl^aE. W 



/ 



7 ¥ n 



// A3 /S' ' - 


Bur NOW LPT: tT.O-S£N 

Tk<z moif- THING lip- 

w£ Cam go quite mg 

By pi ANHiNGiroN Cms 
?ai AP01N6 itf 
MCPECTB&CH' 

MCP£ CcMpPZSZCN' 
PmYEP PARIS' 
MOFE ARM R&/tm US' 
■ZpCONbApy AC{PK- 
Stifpr, 4rtV&cf£A Sn<r. 

i?KL&QiPr *s much 

MOK& FUiiP UXCf 
{ J C 3i -Tao/ty ) 

(it Ail A A1ATt^3F7?&m 

its what You ufe W 
HoWMLCH of How UfU£ 
You PEViCE $ 

To O-FT Yoe PTCUIT. 



hM— r~ 


7 S H lo to u iz i 2 

!_J_|—l 1-1—I I- 

Ap i5f%i r 
evr mtitw 
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/ 7 



>7 f Lf at 2,3 






16 



' 6 i‘i 

'T+-I- 


£.0 





SO if £?- 

* f—L-l 

A&Anf, 3 o ^ 

|c rei* Pur 
H4£DiV Sjsfitf 


2 ^ 


w 


—■ 

•it ^ £j jjj J3- ^ 

i’H—f--]—“h 1 I—+—[—H 

& Q» 


Tii^S 


22 - 
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(8 87 Eadweard Muybridge, ' UUfiWl WDAWMAl t-OCOMCffloH " 

MuymvcE saves Ate a tpovs gf actiov tpfbsv /^vs? 

uk'e 7Tjgw fierce qe £#a^^^*Acnew «v FECtrr of fyCKGmm ge^ 

SHOW'S WS JUST WH9fd£ Tfc UpS s^j lUt KOftttS APE CW -/tie, fAiFFf-RWr PAfzFS, cr ~H &C*Y. 
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FLEXIBILITY 


AS ! S0EiT f 7Hl&EAi& 2 Bl<5 AN/MAVOH FLAWS' 


) 


WE LITHE je HAVETTkiNG KOIVG'eFF&CT 
WHERE EVERYTHfMG MOVEZ ABOUND 
Tie SAME AMOUNT 



EVERYIHING ($> FLASHING ARQLMD 
Ale ovm~ iu peace 



WF WANT TO NAVE A STABLE IMAGE 
;W STILE HAVE FLEKlBiLtiy 

(RF 


THIS IS HOW mGEffT: 


Vtt Follow m devices are guaranteed to Limber loosen uf &J 
give Tn/T' <w VITALITV TO Oup PEFTOFAAALCE WHILE KERpAG TLt FtGORB 

Stable aJ solid. 



WE've ALREAP y iNTFOpuCfO SOME OF THESE DEVICES WITH WAITS dJ gilt®, 
tut I WANT la TAKE EACH OF THEM SEPARATE IK PvA PIG INTO THEM ■ 

first, ( ^sm KPowH) 

A GREAT WAY TO GET FLEXIBILITY IS WHFRE We ( RE GOING la place 

Tfc breakdown vemm 

OR MASSING POSITION 
OK MJpppE POSITION 
OK INTEfRMFDlATE FtSlTloH 
WHATEVER You WANT TO CALL IT ") 

- BETWEEN 2 EXTREMES . 

WHERE PO WE GO IN Ife MIDDLE? CRuCiAtl AS we've SEEN WITH ihe WALKS, 
ft GIVES CHARACTER To HiO-MOVF lit A TRAVELLER - A TRANSITIONAL FAS TON 

And where we put it is so important its Tic secret of Animator, ( Tpiiyo 
IT stots things just going boR/nglV From A-wr. 

Go SOMEWHERE else 1IjATS INTERESTING EH RaWE FlRCM A Tog. 

RMpPY HAWKiNS, A MASTER ANIMATOR OF 'CHANG&' SMPTO ME, 

NX PICK, PONT GO FROM A To E. 

Go eRcm A to xto Ts 
GO FROM A fc & to R. 

GO SOMEWHERE FISB iNtheMlPPEEl* 


A Sample, Powerful tool- 

I FIRST GOT opro MR SY WORKING WIT RpN HARRIS, WHEN He'd CuT URJWf 
DRAWINGS. OR RITE OF THEM, W HE'D TICK THEM DOWN IN A P/FFERENT RACE, 

} ENPLP UP FEELING so WRONGE/ AROUTHlxe- FREAK'DOWN THATFoiZ YEARS 
t WENT A ROUND RANT/NO PAYING WAT I COULD WRITE A WHOLE BOOK ABOUT IT, 

(f IT HAS omjUSTOCCVfiREp To iW- THAT THIS S /o) 


Lets takl cur 
2. EURE EEL 
Of ADAH 
Going from 
HAPtyio sap - 




pur in Tit 

MIDDLE P 0 S 1 VCH 
WHERE tr 

would Re 
LOGICALLY - 
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BKrmm 


KfZEAKPOV'/hi 


PxnrnE 


right, i^rs go 
£OM ewff&& &HS.E 
INTkoAUPPLF . 





=- MOPS IN TE&Sr, 
MCRP 'C HANOT 


wh Cou Lt> &/fftjisr 
K&zPiki $4 mMOUTH 
m) pEM/^e QHAmE - 



_ A Quicker CHAi 
- MORS VITALITY 


GRiUo CoH VTRSt ' 
ADVAMC& iUe. CHAHSS 



/l QUtCK&R 
UMHARpifimz 


LETS Kpep 
it ie S4/KE MOUTH 
SLff RUSH IT UP - 



/r YVOULP AFFTC 
1M OHm<T 

/VWfee Tit &/FS 
AMP (piVE MORE 
C^m^eto UN RAP 


i& 


PmP 

*■ PAMS MOUTH 


S Uf WORS T DOWN 



ike 


ir wouu> 

PITTEMDIUlFAc 
&nmCHiUG 

emrs not, 

r t 


ORTAKB 

iUc UHHAppy MOUTH 

^ Push ir up - 



A Totals/ 
ViFprr&ut cim 


'PTmeurm ir 

si rush! tup- 


STRAIGHT 

LOWERS* 



tzr <3 UpRr • f 


- OH OH. 
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&p£AKDCWbl 




VO WE GO up 
on ONE SI PE? 


INOVEA&E 
Tkz. SMK-E? 


PEPUCR IT? 



jnms 

ABOUT ip 


False 

confidence 




lOT iS PPPUCF 
Hit 


WpApfy'MPWU 


even Just 
a Simple blkk 


we can start 

TO STPpTCH TH//V6? 


Ltto start 
ho be 

IMA&iNATNE - 







KNEW IT„, 


OWE s Scvue 

MOBKtTY 


oops. 


SOMETH IN & I Ej ? 
OR. 

HAD A PRINK p 



Yomz Spcppr is 

Safe wkh me 
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can Co 
on like w\s 
f&fc&vefZ'fr 


EXT&ZM& BiZZAKpom fkjPeme 






In ft mass r 



TMis'p &£ Scrfr^A 
^ IN £Z£Vt=fS£E„. J 








ITS FPOTPCS,-^ 



lA /H&fiiZ WE GO WITH pe Ml POLE X TPAV&-UM& pbSl T(Ohl 
NAS A pRORDUMP EFFECT ON Hit ACTION W CpAfCAOrBfC 


I FANG MY HAT ON THIS 1 . 

MAKE Tht FXtCFMtS (oZ Contacts) THEN CPBAKDOWN (OiO 
Passing Position .) ~TReN M4 k£ ike Al£XT F PEAK PC AN BTTWFPN 
ike FKTpmF at*o 7G- MAIN EPBAKPOXN . KEEP BP-FAKING iT 
pom INTO FVFP OMATLPtfT SITS* 

(then oo separate ' straight-ahtao' pons on sePaPatf b/tsj 
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So YLABS A&O WHEN I WAS FIRST CATCHING ONTO AlT THT STUFF, I WORKLP BRIEFLY 
WITH ASF LFVilcW, Km HAPZWs EARpf PROTECT- ABE PBTW &EMV FULLY itaJ I WAS ^ 
/Mp£pss#> by mm lue quality and %e Quantity of f-ito works fast anpQcod! 

W'OPK'/iVGr ON 7 Oi\&H STUFF , ABF PRORCCBP 20 To 25 SECOND'S A WEEK WNILL The 
OTHERS MARAFfP To S TpUGGLp THROUGH 5 SECQNtS ■ AND ABBS WAS BETT&P - 

i ALWAYS RFMmBFfB ABF SAYlNa TO ME ON A TOSS FAY ' 

* pick, i'w pom ALL WiiF extreme s - 
-tomorrow /'m go mb to bplak'TUFm AllPOWH. f/ 

pHFN Tie KTTT OF Tk e WfEK I 'LL APP IN Tlw B ITS W PIpCpS. 


Agan, 

LETS SAY 
A HEAP 
JUST 

worn 

FOpWNO 
A $ 1 T' 


—A 



J w$r 
FtiTVNQ 

fiu 

LWCNZm 

IHTU& 

{A (POLL 
IS PULL 



SO WL 
CAH 

LOWS ' 




Tins 'simp lb overlap' Giylsul action wtihn an aouoH - moPe Qm\cw-McPo oFe 


THIS tSTicPAW IP£ A- 

Wrcanpo If 

VERY SFgTJ-y 
Op WE CAM to IF 

Broadly 




Only as 
'more bang 
F olt opr buck / 


- Op VPS US MOVp/AFNT WITHIN A MOW MONT. 



A & 



Pilled apart- 
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Ken halts mould often Do A vufiy intlcfstiNg thing: 


Though he was vlrv cohfipbht of ms 
Animation abilities, Km wad dess 

CONFIDENCE T DCS DpAWlNG- 

Hl LIKED To MAKf full USB OFThe, 

FLomn cfftghf by chuck jots, his 

TIFFCtoK AT WAPPLES - ac(0 LAVT OK 
AA V PtlZFCTiHO PLATINGS ■ 

I t> often Hind Ken making an exact 

TKAOim CFNY DRAWIHOK oNK 3-ij USING 
I r AS ffte PASSING HOT IVON 

But he'd KAGf if To FAVOUR PBMINGW UKL 

THIS 

OK He'd FH/TOf IT To FAVOUR-'PPAWm'K' LIFE 

TUS'^ 

FAR FPCM BEING A LIMITATION, THIS 
actually WAS AN ASSET To KeN. it gave 
His v/ofk a stability,'- instat of having 
facile drawings flashing around all 
oylk it<£ place tqvfpani mating ' 




watching him to inf - wJ Feeing To KFDllts, i gradually lfarNld 
T o unpftswf tT Get subtle movement ww/cw way sriLLT/xmF. 


(SIMPLE overlap^) 


fay wf have 

A MAN WITH 
A TUTSAN - 



AND HE 
LEANS 
FCPWAPP „ 
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IF WF T7U"T lUtiFAb *EL 
ffi 7ft e, At - &A 

If CWJ£gR. 7& ft 

wrfier 7 W 
W/flMUi* tf£AD- 
W UXK WWAT'MPfle^tS 1 
7£> 77IPS4/Y M4SS - 

/?£ ametf m lu* m me. 


TW'S CF-EATeS. 

A PEAUNNiCF 
OVF&lAPpiNO 
OFTt^MASSm 
ON A VEpf 
GMPm MOVE - 



aJ We'Ve tiS&> 
OttCf 3 PcSlVONS. 
-fit* &sr M.CWP g£ 
£U&\mr 
in between*. 




we've VONE TH& ON A BMP PB&I&N Op A SfM?%E CHARACTER- - WITH NQ CtW& 
OF EXfi&E&StCK - NOT EVEN A BUHK - MAK/UO A VERY ORDINARY MOV£> 

AHP YET ir WILL HAVE A LOT OF UFEJUST BECAUSE OF Yke SPACiNO. 



WE LOCK EOF- WA VS TO PLACE i%C NIPPLE ZEEAKPCWN FUSTT/ON - 
(OF FQ6/p0flE) « WE OW G£T AN OVERLAP OF 1t«zjW$SE£. 

'MOVfmzmt within M 0/&MENT- 


4 BEAWWS £W 2 MP owyi &AWFQ£tfM mouse 





$Artfu A/vuJtWT Vi-T&> POm JUST a Pit MCfte 
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Of Coaezh, THE BREAKDOWN Fbsrnm Kind OF THiMG CAM. Gft Our of HAND, 
ukz FvmwMG oso f tit how / mm -dcA mm? wf lob if 

WHEN I WAS. ASSISTING KFN 
HADEF R!Z a ham* 

OFTTUNG LiiOrm - 



" / P START SUING OIFYFR- kH 
THROW Tit BREAKDOWN OFF 
PlKFTHfG - 



Km WOULD FREAK OUT OoDPAMN IT, DiCK / I JUST WANT A TrRAl&ttr (NBfTWFN . 
IM THFfF ! JUST OlVF Mr A STRAIGHT IN BETWEEN! THE GUY JUStFFLAXFS HIS HAN b! 

I DO Hr WANT ALL THIS CRAZY FLASHING AROONP ALL OVER Tl«z P/ACp KlNP OF STUFF !' 


Y (<SN HAF AWjtti UN <ScoP TASTE?) 


But when i pip Oft tv Know how, when a-P whfpf to usf it i cam almost 
day i made my hiving with The. breakdown prawing-, 

I OFTEN HAD TO PRODUCT MASSIVE A/WuHTS cfFOOTAGF AT The, pST MlHOTT- 
I SFCAMTTiOTaFPHONFAN/MAlDZ' ANIMATING AT The- SAMP TfMB AS DOING 
'7k BUSI, A/£SS ON TkeTHONT. CLITNTS WOULD RANT Vp CAME To YOU BFCAUT 

Of high standards - wf ponIt cart if Youfaaahs in Ft. hoar pad of in 

ilMBUFTDO - nt YoupSH/NGIT OH ThopCCR, BUSTER., -YOU Fix IT, (// 

W.E USUAuF HAD GOOD STORYTELLING KF/S W EXTREMES, SO All I HAPToPO 
WAS JOIN A LOT OF Stuff up IN AN INmPTSVMG WAY. I POUND THAT ALMOST 

Anything will work. Put it somtwhfff else in Tt mi doll fairly 

INTELLIGENTLY' IT N-pVFfd TFT AT DOWN. 

OF COURSE, THE WORK WOULDN'T Bt AS GOOD AS IF ID HAD TOUMFTg ANALYSE 
SJ THINK WHAT iktHm-L / WA£ DOING' SprAr S /N TUt MORN IN'S WON JET LAG, 
HOLDING- Ftt p\[s HATH A GRUMP/ OUPNT PHONING INF HoUES, ITG&TtYoUTHR/M. 




















New m C;0m To A Wfftg&iTlWtiG With A SIMILAR NAMf - 


(Omsu ppm a& tich) 

7M/s is web= twimss move in Paizps,. 

&t££VTHMG VOCC HOT HAPPEN AT Hut SAME TIME, 

Take a HOUAWCOP BClfaPCG "fUfcNtttO 



PRAT A£ HP AT lit Ag.R[\]fz i-ATp PeWH To No&MAL- 

TitBNs PK i iNATtON 3*ct KFPP ON 6C/N&. Rmouti Mi&urxiszpani \ 

l GDWG -mpsMt&tr 

v MGettJ 

\l y 

TTk ,JAp 30 N 10 -The, Jowvs >d ThRi'rr /^syyr cfT< ma/K a: 

W TTTW IHV/^FOPbOW'WRCVlCiH /y -<3wmTEP BY -fa- main ActoN- 

'oym-ApPm a moN'pirns One pact stack firsts qth&p parts ecteov 
le-P imp a typical urrm-Y slahPj mmo p&si&h emma hap pop tv gswuek# 

/A f Tfte. PTOP" 


“Wfc Pvfp 

omeam 

IS ^cWcr 
TO rim 
acJ fate US. 




N&rMi&i 
To WCBK 
WITH 

-is ir? 
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WT- £-Oi\tf> CONt&GiCfE }Q 1h a- BopFOoM Bl PuTriRG IN AY EQuAUN PUTT BREAKDOWN 
RJGRT iH The /VI IPDtF fold OO HOME, 

fc MILT KWH S4 ID, "'THE MOST DIFFICULT THING ToPOlN ANIMATION IT NOTHING 

- YOU KNOW, THAtO A VeTT TRUE STATEMENT " 

Right, But Hfpbt how we Can make ''nothing' at ttGt interesting,,, 

WE CAN TAKE The Cuf&p OFF TRIG VERY ORDINARY Bit OF ACTION 
By gjm fry breaking tup. action into parts. 



Tf ie Eyes vyam> 
PSPfSmi-Y ANTE 
FtTsr, $utwF& 
■$rn ck win! DoiS- 



so Lms zmp& toys 
%& FOOT First 


Rare Fos. . 



OEifoiikHzAP TU&i Lisfc MOvsTke, iHnR EVoey-rwho 
vcATUt gg$i Stomach dM) Rips, eHttufs 

STlIT- Pel4Y Tie HEAP W> Tie HEAP 
BUT TtipCVI IH A S-IWK FoUOVS UOT- 



Since most of out body actions start from ifa Hipg ^ 




-fw HiPS aw} 
TroMACH 
FIRST 


PM* (T& 




TAKES. A STEP. Oj^RFcarSi-tPES. 

Fth- pew/ cvep white head is 

Tke HF\p. ih Nip TURK, 

THROW m A SHOW 
0 TINK- 

















































WE HAVENr EVEN VtfEP HIS /-/SAD CHANG Bb Hi S eXP^SSfGW - air 

c/mcy ey cv££WW6 mrr mtVp mft //vto a 5/m/mo//, 





HfAP IS'ttfpWNff 'Te OtUEA-FOOT 
AS m STT5FS EACfC STEPS OV^- 

sus^ny as wp-teur 

IS SH 1 Fti/\!T- 



OVgR, 


W£ CAW <q0 OA/ UKP THIS FOfZBVBIZ.,;, 



PA$ $ /tos. 



PrfSffrAvw* 



Afivts car 

A? &CP/ 7 W£A 5 
Pfl-AY re // 6 M> 



\AtlNKZ 

ASAgMeuMse 

fAOEMAPD 

HFAPsnu^ 

pewygp 



f?Aa< pcor 
5 fcjpps 
fORWARP 

as te S^Tn-ps. 



w 

■;. 


S^TTi-fi 3 
AS AMD 
Twi&AS 






















































NO MATTER HOW D$Abl>f Ntie ACTION IS THATS CALEBP FoEO'W&CAN AAAKE (V 
worn INTfCeBtING- BY OVFUAPPING - 




Lets TiiCT the- 
HEAD FIRST 
sJ EMMKff/M 


PASS 



Mow urs 
MOVIE WHAT 

SHouu>ms 

HE MAS 



H/ps Follow 
-T he. tfouivkg 
as he steps 



gu&s ormz 

FboT sl/ehtly 

hud St£TTi-& 


-THer om Little perAio thatg pifffmfht will change effmvwing^ 




shifts weimr 

To OmSiME 


FAS fts 



SWTS WEIGHT ATMB £ PLtG pcoT 

TO OTHER- S iOB BALANCE, Ot<J SETTEES 

AS HE Tims LfC bunk 

Hfao, H/M. 

Foot i& SpPiNG oveR* 














































To MAKE FVpNlit FULLEST ACTION O& FIGURE fNTP&pSTMG-, 

VIF BFFAKifao BOP Y /A/10 SECTIONS -INTO FlFFPPTNT ENTIV&S 
■ 2 J MOVE SECTIONS - ONE AT A TIME, CoHSTANTLY CWfFlaPFING. 


tWlMO 
T& SHcmoeK 
Tie CHEST 
Tf-e A/^MG 
-fefrLVlS 

pwwy 

TtitTKO 
IV- FFHT 



ANt> we Can break it up into even SmawR Sections if we like . 

(CQNCUJStON^ 

People uhpolo, one part starts first off fpathg Htw fnfbg y 
Tof other parts to Follow - which they * follow tv bought 
WHEN a FiCuPE OOPS FROM one PLACE to ANCT-IfR A AUMBFO OF 
THINGS TAKE PLACE LtJ EVERYTHING ISN'T HAPPENING'AT lUn SAME TIFT, 

wf Polo sack op an action. Turns PcHr start of &np atTo samfvme, 

VARIOUS PARTS OFTteTCOy OV0BLAP FACHCTHFR, GO THIS iS WftApS 
CALLFP IN Ttt CRAFT - v O VFRIAPPING ACTION' 


Pm fit counteraction 




Thefts hot much ibSAy 
AFmr Counteraction, 
obviously 

WF Po it NAtuPaUT 
To BALANCE OUKSflVES 

onf Pant (Toes fgpwah 
4 s Another part balamo, 
by GoiNG BACK 

- ok one part goes up 
as another balances 
By Gp)N&t>QWN- 
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NOW m Com To ONE OF lUe MOZr FASCINATING T?FVIC£S IN ANIMATION - 

BFFAKiNG DFCrOtMTS, 

‘lb QNF FTFXIS/UtY 


AND EVEN MONO iNTfDtCTiMG ; 


GUCCFSSIVF BDFAKiNO OF 

ZFo/Nisib qivf FTm&ury, 


I G- WZ K&0P ON P’OIIY& ITTO POOSisH t up. 


its Quito a mouth fug The P/oneeZ Disney animators vkcovtfeD tec device aJ 

ATT'fk&Goob Guys WORT mm IT, Bur ART mBBiTTW^NkoOm WHO GAVE IT A NAME 

WHFN I NOTICED MINT KMT pom T I REMARKED OH ?zJ MINT SAib^OH. WETT 
YOU'VE GO( lb POTHAF'' ITHitJK IF lb ^Aib* Op i I NOT (CP THAr YoURT RFFA-KiNG 

okt. joints heft succtfsivety in ordepio qwt f/mxibitity " hFd havfthfown 

ME OUT OF tie. DOOM, 1 

ITS NOT WHAT ITT CATTED - BUT Af HATES IT? 



BEND IN FFATlryl 

and Men wf'rf gqih&To Keep on doing it coNriNdoaoY macCFSbtvFTy - 
To make THINGS timber- 
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QCN\ NATWlCK,1he FIRST AN/MATOC To mwy PPAW WOMEN f ALWAYS M/D, 

'C(70/£S; /!££ BfAUTIFULTo WATCtt' 

in Hit J20S GCMS FRiEND, AN/MATPB Blit NOLAN ppVELOfPO 'RuPBeR HOSE 1 ANIMAT 
IT WAS MOVES ^ FUNNY GiHCe NOFOP/ HAP ANY BONES Mr) EVERYTHING FLOWER Wi 
ENDUES S CiWviMO ACTIONS^ LOTS OF VACATIONS ON FIGURE 8 k, FOUNP FIGURES WAN 
ROUHLEP ACTIONS* 



Bur now mew get curves with straight lines.! 

Successive breaking joints enable us to getT k^ effect of curve p action 

BY USING STRAIGHT FINES, 

WE'Fe FFEFP FOFfNEF FROM Je-iyFANNY OF HAVING 70 ANIMATE RUSBmY INCUR, 
I ALWAYS FISUBEP THAT JFAWIN6S 7,HAT WALK wd TALK' SHOULD BE ANY TfFE OF FIGURE 
IN ANY STYLE, MADE OF FLESH ANP BONES, "THIS OPENS Up A PANtxM S WKOF&itit 
WrjAT A7C0LL WF CAN HAVE CONE 2 pJCtRAIGUVT iN OUR-FIGURES %ad STILL H 
FLUIP, FLOWING MOVEMENT. 
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\N& WONT PUCK the, ft&Bpm WITH A IZU(SBERiSi3> ACM - 






NOW WBGO pom He OfHE& S/D£ - SUcB(E$<PVEPf BREAKING 1h JOINTS : 





EXAMPLE Ap-He. 8mt>S O&m&jcs'ARE PHY$(CAOJ ■pQSZIgLE- _ 
NAmr NAP TO ACUiAUN Bmp OR BREAK ANYWN&Hz WRGA& WAY Y Pi ■ 
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leTS (DO ir AGAIN ; "Tfe t^A/>3 aae) "fie Jb/AflS in Succession - 




AwJ'/W/S fSA 3 
l^fmevipcw 


JO/AffS JSEBWr 

w oppcem Die&oftcn 


XsAGAvi! 
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A TH;NCt TO IN fSfUs?\KMG (he Jc*/tfTS SMOG&SS./VBAY IS - 

POsS: 1U. ACTION ^77usr? 

WHAT STARTS MOV MS PIZST? 

is iT'tUe ti-BCM? Th&Mif^?V ie ^P- ;; 

N MC&T&& ACTIONS OF'fite SOW (he SCURCB^ ^jARTOrflt^ACim iS tf%*H 
WC¥PS S 4 K V1 

< 5 o Pjsdv? we, 

fjoQ/M 1 &e Hi/*:, pfi 4 £J^ " 

f4K£ A MAH SLAmtiG A TA&1& i -fat ACT(£*l ZrA.m FfiCM MS tftfQ- 



(-EW* RaGWAKD 
A-vnop^rw 
f/'SJWOE 

^CKfrA/epi -at-'J UP 


£LSCW EfiCTKSZaWtf 
A c Waiyd G£wnwe& «R 

"fffc G^pyis 
‘VjaPTfMG rov.'-i N^kV* 


HfpS START/WOWAte 
Ml/Vt CVfiR W tvp: 

£J.-(§C*V L^£>s 



!-iAVE BOm OF l^WA'i lb Acnmrmm Ou} PSAGGfFME pftf T? 

G££W*££ /f MPP&/S yUt-7^ TtM£ M RpAUT'/, 
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ifZVS KEEP OH H (rnMG iU TABFT ' 

lf£ AN AWFiMJ-Y GCOP T'KAiAPLB OF HoW WT CAN AChKpVT The S'Mie FlTX/TiU? 
AS'iAUBBFtZ HOST' ANIMATION S'i SRbAKiNA The- JOINTS WHTTrVTpS AT CM - 


GOING UP - iht TpSoW LTAz>S dcCike- HANG PTAGS 



Going pom - ilte pwow Still leaps. 


Look at Hhc Stuff 

OsOlHG OF IN HFP-F " 



ASAIM 
LOOK x 

ou& ^ 
M/m-s 1 
position is 


PASS 



7 hz last tying To Happen if 

Tie- ARM IT PCK\'N BUT To 
FimFRF StlLP PTLAYEO. 


Al-ZoTn 


h*\P 
LOOK 
WF 0 fT 
Ton gxr 
$F&KPcm 
IS 

- ANP ,■ 
T^iscwes 

CoHtKFPTwl ta bps. 
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One mge& time ' showin&%£ idea Simp#. 
HOW He's G OiHe TO BAtfG fits fiBTOHiUe, TABiS - 



EL0OW 

t-fr»ps 

&om 

UP 


&AM 


OTVT 
GOttfy Up 


A&M GQPi 
AS tf/WP COttWtftiW 


(' c^s^c^ue) 


HMIP 


QWAS ixwtf 
- fl^SAI&V 
AfC> 

'rs'-fte 

iMPfCT- 


HAM IP *6 SriU- 
GotHQ UP 
AS rPGOH 
GR&PSVCVN 



AS OA Ife PASS 

1?lt 

F/esr - 

rOl~u0Y/£D BY iZit tote/Wi 
3 «d F^r 



TtfWflP 


/IfAU ii\<t -JOINTS po MOT break at Ihe Bamf TrnR \ 

\ W&l l GET ALP 7k& Fl-mmUlY WH r PP EVER- NEED,/ 



its PIKE WAT m TO WHEN WE MAKE A FtfiCiL APPEAR- £U®ZE&f. 

amp iris just what a baein^ hnpu az cpjemae temPlf pancfr ol a YAuo&mie 
BOCFNTfcC mtCPR PC'Eti - AHD FmepASTAIRE! 'WeYvE ONE'S GOT STRAIGHT&ON&>' 
zO TTOttm To WORK WITH -7b GIVE 7&£ iU-USlCH OF CuRYA(J-EaF. t UME&Z MOfeWfT 
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Abating oh a ©iss pum /ms a vtpy iuhg a even To gmackiho -flic Tabpb. 



OH'S ZeNT Joint ?H5/ai£S& cay /'Cok av/fuuy cc>MPucatbP> at rtP&T Bur You Qutcfyy 

Our COW To iTwJ tt&E IT TVPTY CHAHQb You GUT (TgrCmpr GtCCW N&tuRB dud SiMPoB. 
IN ’'fiTAom 
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Of toa9S.Fi PtUlMM&ZS VO AIF Kittpt Of S’f/AfS ad FLOFiR-OhitS 
But th/s /s Ue BASIC PATFFOti - 


Ooim- up- 



(CoUMfiG P0U)N 



Wfs could go 

ApPHCAT FRcM# 1 
OD ALP in # 7 , 
WHOLE Ajm Coin 
/tfcfZiVtz ^AME A.s 1 

£Vr p 0 j,yit#.HA 
AN PRUHSncK, 


ThlC Kite PATTERN-life, IDe 
fit N<jT van^Y<UooD s?agm 
WHICH NP&VC /«:# RfVClWpi 


B BSU FT' OatMACgCtt s / cw OOiU& MO/m tfi/r- MAPF \AKTH a kUlFB - 



WR/sr 

FELT? 

Fb&< 
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AM OECAaTtPA CONDUCTOR K PEAKS J6IHTS <N SUCCESSION UKECPAV/ 




BLSOW GOS FoFMfiP /£• UAIt> ^ £AloN (50 SACK■ WRiSr g£^K2 bC^mRi 

£5 EL£oW, Fm&S f BATON G -,0 



LiSfk taka Ike> VaKY BKCAD Atnon OF A /m ZLAM&aiT a MVSCCAK BMW- 




jfs TIPPAH I MM W/W A peek rear - 

l._ 
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AMP THIS ISA fZzOiCZp ACrnott FOlZ A COM P UCTOC ,,, 



TH0n all goes FSfwAtzo wasr bteafg Back as pn&fps H-ANP WRtGr go EAC 

■A-s BLBCW <SoeS back Amm T < ’W BA ton QWf'N^e pCICVABp A$ £i£CW ARRIVES f&R.Y 

W i=u §ow &maxs AcpwARD 



it pocks, cdmpucatpo, BatWHcht Ycu Srfccr to uiimk this mv, / r AiFt 


IT S gASfCAUV 1 tie SAMe ACTION AS HlTrm 
-ft fcpTABU? OP- BKATI/TS TKi BASS PPJM - 


CKirttotf To^tt L 


/\ FIST SPOApPf KNOCKING oK A POOP - 



241 



























THfbf ape lots of Simple little Action which can Be ENHANCED 
with just a tiny bit of flexibility. 


Hay a hake clapping- 



W fdj LEALS ~Jip PRAPS GOING UR WRIST LEAP S '/IP PPACS CoNG PDA 


Also, it helps to t>/sflacf 
T the PALM SLIGHTLY ON IboHir 
f QH Lh& COHTAOT \ 

A tor AFTEfliL* HIT) f 

" PISPLACE TktMANO W 
BEING fliT SLIGHTLY. 



If The HAPP STAYS IN 
1ti<L SAMP PLACE IT WU- 
LADA VITALITY- 
WHAT WF FLm~ iS-ft© 
PlORLACpMENTOFThe HiF 


AGAIN i WE COULP DO TH/S; 



EEfAFL&VN A'L pLp/t(jS 



AU WRIST LJALS A $ 
ike, FiNCHpG iAFFP piSm 


mi Haw no Ofccouip have cm 

in mmpLH cm ww in between Com to 





WH}f OFF (L&F'W^i 
7 tee. WRIST CoULp ARRIVE FIRST 


Am cm displace 

T He pALM ON The H IT- 
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Of- CotifTf, APPLAL{$>£ flApf Ff Pl<f Tn\S- 

go wFo Pm (r Ttps way, o&Yiousi- y- 



AhjPOkvmspv 4 wfjftnm eipps, pffpm^tty 


SpAAIfS'H FLAMENCO PERSON ClAPS 
piFFfmY7LY. TiPS CfFiTGflT Hit PALM 



FPCM A PPUNK OR A PlPtCMAT'S 'Miff-OP A BABY- 

BUT The pPiUtplf f£ ST TP Ttf/C - A NUMFFP OfJOtUlZ SPPAK/MG / ONF AFft&JMOW 



i-I.AtJP CoflintiOpS LiP 
Ai Fl-B9)f tSrOES PcwN 




COMING POWA 
Tkt- WptZT STILL 
LLApS a uJ-fyt- 


handppags. 


I 



A ffA/VP FLAPPING 
Ca la Italian j 
VfPY FAPiPLY 
ON OAFS - 


7—6 
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To OPfrI THESE FIN &&.£ /t, SiTS/WtWf 
I'AlSFrtVfPN Go/Nfi Up M/OAiU? gp C&. 


5i<r OW te WAV tom }f we RAO A STtr&o * Bprrpf? G<M 

PW5 MSPTW^V ffcpLINS' OF COHT/CT \NHeNW$f& 

7zA p£PSS t/#r To jSf&lN vim ' i Q TAL&Si 


Cay m'Rp HA/rnmne a nail- 




AGAN t WE CAN TAKE A At THIS Tco FAR., 

IS nt ibt thing is to Know it so wt cam list it when wlwant ( which null a lot 


take Somoni 
Knocking loomtm 
Going 

Goopy GOOPY' 



Aw/tf we Just want 
To iNiSzwm j it 
FAvotitm 

TkoAFTtC-ipATE „ 
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(T MIGHT NOl'NlCRSSAR-Y To 'OVERANINWE IT WITHBROKEN JOttflS 

&ur matee qcop. mfe-ney /r ^ 






'rte WafSTS' /-{ 54 D 
OTUNK' 


S 



NOW t\OW ABOUT THIS TOO PUCT/NG ft APART? 



-4 


mows go Fieri - 
T HEM k/Risix ffap Gur 

( fj ) ir might St nice 10 have Just cm creak - 


A 




c 





AMp Coe in a Bit 

as nop cme. 




So Itk A}T A MATTER. CP REGPEE - 
Were showing these pev/ce s a*) PCiNcipTS in %e PAW- 

IN The CEUOEST PCBSlBEE STATE TO /W\«p IT CLEAR- 
TO LumEOTHiHGN UP — To S Top THINGS BEING STIPE OR STILTED- 


WE CAN use THm /WG&Etstgpy SUBTO/ OB OVERUSE THm 
go things gq Rummy or m usuy. 

BUT ITS SURPRISING Row FAR WE CAN GO WITH RpEAKiAB JOINTS 
Shi) HAVE IT WORK BBAUTIFUUY. 
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(yUX I&UTY IN Ihl FACeT) 

'There's a tendency to forget how mobile our faces: realty are in action-and nk alwa 
Shocking to zee how much Distortion -mmz as when we look at live action of actoi 

CLC.Se- UPC FRAME DY FRAME. 



NOT TO MENTION WHAT a FACIAL CoNTO&lONiST GAN DO f>N SfiTL OF T^TAlT ^TEEW Norm, 

^ Rue&ET 
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THE SKULL omoum &MAIHS fee sme EUTTHFPFS LOTS OF ACTION HAPPENING &BLOIH TUB 
QHE£K&OH£&. OUP UPPER TEETH POfir CHANGE POSITION AS TUUW LOCM&P ONTO OUTO §KUU- 

rne pihgbp lower jaw Acnai js ppjmapjlv up down with a slight lateral motion 




fh-t. 

TpNVPfC y 

IS To 

fazo&r 
jusr hop 
g IG ouio 

M0U7N 
CAviry 
/s„. 



itfe. lom£ JAW /S UlHGtD IN FRONT OF FAR. 



/ 


OUR 

oentizt 
mow s 

HON 

$\& 



4 




Am how s/v 

IT<^N APP£ 


A£T LASCTT often TOIL of HOW AFTER ANIMATING The BEAUTIFUL EVIL QUEAN magic 
Ml PROF ON TW WAU-'SC0HE W "&VDtY WT^SEVFA/ iWA£PS* f/t PFQR^ OF REAum THAI 

NO ONE HAP EVER. ATTEMPT *P KEFOPE, LET ALONE CUCCEEP IN ACHIEVING) HE @&AM£ INHISiTFL 
WHEN ANIMATING CLOSE-UFC ON ike 7 P>WAFTS. HE GOT HEAP FROM The OTHER- TOP M& 
IN FARING TO COMPPmS <W PlST&iP The PACfS. PF ALWAYS SAIL," BE BOMB. PoHr SB AFPAID T 

Stretch The fact. 7/ 



TO HAVE A &IMPLF 
MOUTH SQUIRMING 
AROUHP - FLOATING 
ON 7 U FACE 



Stretch it to make 

IT AN INTEGRAL PART 
OF ike. FACE, 


ThfFfc a trfmfnfous amount OF ELASTICITY in our face muscle s. 


A MAN 
SMOKiNG 
A PIPE - 


f HAVING 
OUT 

Vj hi, PIPE 
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CHEEK i &CA, 
NCX& *)w! &(£ 
Aee AFiFeaEti 




\H0 CoUti> GO FKOM AW Of TWj^e PO^rpOHS 7E> AMY OTHbZ IH ANY VAM/fe (t 


~f?.K0 CM&irfffJG J ¥oP- ' 

A. 3 C- 


0-4 


UPS 

ar 

FMflBlS 

/:o$L 





Out,? RofiBi* BuPA 


AH UNCOUTH 0 £L!r-OlO - 


c*i£u) a w PwLtt?k 


4££>UWP - ««/> 


/liSsIrtf, WTH SQ^ASW fcj STOnCW, t^-Y TO K£t?R1k& S^£ AMOOfit 

IF ye# took it oar W Wet&HED fr- n wmw> we\Qh t&£ same. 


ah. 

of M m 


So, ASM/, rts iyho is cmtfm ? fat f £MAU- t ou>, cp&y, mi&tneo? 

A £0ftfl$TlCAT&> p£e&OAl CHeWWGr VB&X& 4 TRAMP WHO HA&HT EATEN FoC 2 



A soejEry 
MfitHO* 
NEYfK Cfttft 
HER, MOUTH - 
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OV&ZMPPlNG ACTIOH INlfcFAC? 


Herbs a thing you opt&J See Good actors pot n&i 


GAY SO/ABOm GETS FRl&HTBNBV - 


rns cPuoe 

just to Go 



if can Go in sections ■- 


om 

THING 
AT A 
Tim- 







E\m-tkz.Ri£' THEN 1k^NCOS- TH&l T^MOTH' 


BROW ONE 
To The- OTHER- 



Tlie- OVEfrAfr 

Acton m 

iTs my 

TOWN 
Tus PACE 

f CAN m ' 

[yisfz y pas r 


THEN IMPAIR 




eye omtEfiPST' h/o^E srmwrzN s - jaw faus ouO opens 
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Sta/LV Aim 1fo, £Y£S Kmp COiNG (p!u Vlt CHANCE COULD TRAVEL 

AS Ikt, MOUTH OVmAfS W STW^S ~ 



START 

FROM 

irk 

opPosire- 

( THIS, MIGHT \ 
HAPPEN MOPE] 
SLOWLY j 



FVeGofSFigsr' -then Fie 

MOUT }4 



PROP $ - lilt RYESFOW ^ ggOiV 

RgV#3SgS furrows 
fadcWHOOE 


We all MOW 
IkiTtVO FAC£' 
-/tie 

PMBtf? FAC£ 
wwe^e 
Twee's 

contra diction- 




^LfALS * 



PifrriM 
a srav 

FACE ON 


ONE SIDEOFTke, FACE IS TElLiHC US ONE IWA/iSr W iUv, OTHER ■SIDE IS TELLIN& US ANOTHER 



lb UKE TO 



ANIMATE ONE S/RE SEPARATELY W TNZN ANIMATEOTHER. 
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(jN&TAHT- R.JEA.D - PFC'FIEBS FO£ SpAPAE^/ryJ 
ID'S WAS7D GO Mf ~ti& %OOK SOMEWH&fe ITMIGHT AS WEU, BE HERE,,, 



WE CzP&tSW DCNThave ANY TW ZEFiNiB WHAT& HAPPENING HERE- 



AfJD ffmlkz POINT OF Vf&W OF FLEXIBILITY-LOOK HOW JUST A &MPLE REVERSAL 
OF HER BACK ARCH GWfS TEZ&fFtC SUPPLENESS . PRAWMG (©£ BACK IS ABOUT AS 
CONCAVE AS You. CAM OET - STAYS. THAT WAY ON {£) 3*d Oi&l ftZvtfS&To CONVEX OM (F) 
Hh hair to PEHAYED 7wd ONLY PQ3FS ON ©. NICE, 

it& always a £cce> idea id tp-y to Get a cuar opposite ffcm what 'Atfef Scwa- 

TO CHANGE To - WHETHER its A FACIAL EXPRESSION OR A CHANGE OF SHAPE LIKE THIS. 
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fo P/Ai/SW opr 7p/T ^fCTiOH 4 KlNPOF &£V(&W- 
Aa/ pxam //y rrpx/p/ury- 

A/v Ass/o/VMrwr Apr £4R£/rr gavp cs to ppactcp swgc^-ss/vp Jo/aiYt^ 

(jT 7 A.KE “fte FGOfiryi&W OP A OPMAPP OiT/VWO G/PP 7& O/OO. 

(3) Have e. P/rs atcx /a/ a Ft&a&z 0 . 

( 5 ) pAi/P ikt PPAD CoO/Jim BOPX 

(g) PAl/P 7£e i-lANPS WORK ItiP&RNDmW £&$ &R&K ifc JOINTS • 

MPPPS 7&e SQ2/ggpp / A1APP As APT^rfOc/r^ RRO$VF^ 



Wtps 

lAf Fifec/r-g 


/vpp op a scary fkortbm zJaf / kaa/tpd to do ittortof R&usm?MY-PWft$c/\&£ 

°K WHAT00 WFOO FIR Sr? fawn®) PttMttH,,. HR/] QFComE-The (KpY) = DfcW/wG # f! 
The O/VP THAI TfUS 1Ue S'ToRy ’ ^ " 


O 


i 3 




WHATS NEXT? f( 
(THiNKS) 

... OPAO«spy„. 

T/-it apt rxrcpMp 
WPrep cppU Saay 

TblTife OTf/gp. SiPO- 


- CA/ATWO 3 c 
crcATSP Mpn 
MCr frour 

/ pAKr APowr 
& A S&GOHD To OiV/AS 
,. To OA/P S'/PP a«t) 

/z SWCTO SWING BACK 
= I second OVeralT. 


TCT 



+ 


+ 


+ 


/IW£ IT A eVCLp 

So m Can t>st 

IT ?i-Y 

TQSP&lANY6WFS. 

;fj^V irk NOT so 
SCA/fy ArtYWCttf-' 
HOW F wejusr 
Ger 

Fc£incti* 

per fVgc/j Tfie, 

7Vv£ ^onefiW^ 
R&r, .SfVAVM: 
JHi% WAV . .— 

FAYCm ■ 



+ 


NOW £A£K 
-ft'*, GthZV- 

■4 - 1 m 

A?r-rmG SCwp 
QZflFfSCNC jt 
ACW,, 

HAVE lit' HI® 
HAVCHf# * f 
W Ttf£OlV 

as \ P>p 
M&ritScrrmiy 
OK MY 
OfLiGlNAL 

SC&IBBIE 

ncw imt &e 
O^-VFF- - 

4- 



4 




4 




4 



4 




r«r im 

AnOTrt££, 

CKf#Stf,£ 

H&rrofl 
rt*w/«S ' 
I4£K 

AuPHEK 

■TVS?. 




■W pwr*i 

AWtf&Wfc 

PafW'AiC* 
tfac 

Ffj^TT^ 
O V(i£ - 


V ^ 
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A/0 IV iTPOCKG 
LIKE ITS ALL 


GOfMG TO WORK - 


?aC' WE CAL 

kinp of i eeMtf, 

BREAK A Cr IT POWN 
, EMPTMER 

ENJOY TAKN& 
OM Life.- Eppr 
&rc BY BiT-L 
hlTTlHG IN %C 
MAUDS CiRCLIHG 

3 -u^ OLMpfC 

Curvy 


Quarts 



ALL SIMPLE 


© 5 7 


&om OVER —J44 —l 


3 






+ 

s 



aj Clam MO BACK 
<t - 


IP iq 0-1 2J -2£ (7) 


in | 



HH “t 
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+ 




fS If 1*7 2>( 


-+ 

& 


■JH Utrt 


itisrt -a. 



-TH tM ADD /W OrtE-S 7H£L‘WGffCtfr- £t*r THP/& ’ 
j5#lW/~£££ SHOCS?) «6£ OTB 

(this own- a/r jusr piptfT' cr#$c 
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WEIGHT 


the fiest question / ever as/^p ai/£t kahl vm Know did You ever, get 

THATJUH&PE BOOK TIGER TO WEtGiT SO MUCH?' 

HE ANSWER®,' WEEK ! KHOW WHERE Tit WEIGHT IS OH EVERY PPM INS, / KiVOW 
WHpREibe WEIGHT [S’ AT ANY GIVEN MOMENT OH %e CHARACTER ■ I KNOW WHEHE'TiO 
WEIGHT IS W WHERE IT COMING FROM mA WHERE ITS JUST TRAPEKIN& ONER - ?w 
WHERE Ike,. WEIGHT IS TRANSFERRING to. / 


WeVE ApPEADY Seen That IN A WANK WE FEEEiUe WEIGH TCN ike DOWN TbSmOH 
WHERE Tvt REG BENDS AS IT TAKES ike WEIGHT, ABSORBING Tie TORSE OFitiGMOVE 
BuT H OW ASCOT OTHER KINDS OF WEIGHT? OBJECTS "EIGHT? HEAVY? HOW DO WE SHOW THAI 


One way we can show How heavy an object r - 

-IS BY %t WAV WE PREPARE 13 PICK IT Up. 

To Pick Up WEIGHT WE HAVE TO PREPARE FOR iT - To ANTICIPATE Jl\t WEIGH !. 

OBvicuEPf Picking up a piece op cms , a pen ora feather doesn't 
require ait/ preparation - 


&>uta Heavy stone... 





m No p^EUNE OFWEiEHl. 

(TMIST BE A PGPYSWm^ PCCK 


WE C AH SttOaTCT WEIGHT f?YJi{CT HAVingH/M 


WAIF AgCilNU IT-Siting TUP' 





How's HE Going To POTHi£ HE CoNTlFTlNO 

whatheS going to Pickup, how heavy(s it. 
UeS ANrtCtFATING WHAT ITS GotNGTc> WEIGH, 
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MAY HE rn vair m?1h£ ScRbWT/M£ T& HAVE H/M. VVALK -AROuHo, BuTOm WAY 
ob Mother, he k goiho to ' an vcm-m -fe mmv 



H z't> c^tainpY 6>?£&\p h& feet 
Fi££T ANP %ENt> H 


UoB MJtf at 
-ftte SPine 




amp 6*fT as ro ^ w^ghtas ?o<£>isi£ t 




He ADJUSTS ff/MSEi-F ^1> M Go^S &4C£ 
$0 A£ To KoT PA^A6£ AS H£ H FTS 
H/MSEU=, HE POE5KT 
WANT A HEPaIIA. 



TftES TO GET 
\A N PEFN EATH 'JUc 
W&SHT'MIGHT 
ADJUST FE&T tN 
LITTWe &ITS- - 

^AncA^y 


Bev&ks 

AG He T&& 
To GET A 
Purchase - 



Fms BaeB ofi whatever, 
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a MAfltCAmmA sack or Potatoes on mz sack send s vcmro couwkibalancb^ weigh /- 

TT-jF FGLCFL MiS SOCY CAOSPS-Tottke, C/POlA/D, KLTPILF %e KNEES BENT 7uo MAKi/VO Tie rpET 

FFL£ Ato/VG Tfee peer APSo SPMV cor To F&fSM a SOPf OFT;?-/POD ID SpPFW^e MP/GF/T OS'FP. 

A AApfafT? AR6A ■ 




PFPr DO/Vr 
CDMF OFr 
The GRQVfiP 

vm MUCH- 


A POroFO/FFTPMNCE (H WAtt® OK RUNS IS&&&&!*& Pi The W&iGttTHiz &8&H Matt StCtffWM 

IF a Peps av to CAttPfina a heavy pock- 

ttfiz WEIGHT mtlP LOWEF TZb ^OULDHtS Sfpmi Ifa. ApMS’. "$ e-AMD 2 J HECK CO10 &MS RottN- 



77 aa iNg of ltd feet 
Coui-0 Bf erratic - 


(h 


Ht-FD StiGHTiN 


fell Move 

MOFF St-OWLY 

aJiHe HWy 
Will raise 
only BLia-ttiy 

ON File. 

PHASING Pv&ffioN 

mrrfaizocK 

WHY- NCFRAtSz 
AT'ALL , 


APART) 


AGrAltt.ttliC 
PACING FCXST 
Wti- HfiPplLf 
LEAVE "M- GittOUHP 

“/tie KNEES WIU- 
PjFaAM Sent 
AU^TUWV m 
FiZCJA lUe WEIGHT- 


& STEP, PAu&tt, S7fep, Step, pAdTtt Step, pause f Sr£P, STEP, $TFp Pause, efc- 
Caw fjp Could glide PAp/rrv ^ t//m ppop ir 
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A UAH£> ptCKm UP A &ILK 

HAHpFe&Cwef lyiug ow 
Hi^Gzomo mco\Mrm s 

/VO KpSfSWAlCg - 





gur a hand piemoup a micx- 
mi cdaIS'i^ wmr wfwfs idiui mcuo WPf ~ 


~%t worni 

OFiht&RlCK 
StF-AIGHT£N§ 
Pli&AfZM 
Tud PUt-i-S 
Hit SWME0Z 
POWH- 


AHGLpcptlFAP 
COUUO OpfVSP 
^HoatopRS 




YheAR M I 
HPPPm 75 
SAMAfCJE 
7&« 

<(V RUSH 
HAHP. 


PtCKIMO WP A FpAV-lPfr 

l^kfOOlKiO To HAVE ANY EFFECT QW t^ie fc>D/. 



P&P&PU& TO FEAtHf&StfApF 


To 


(H'-ibe* MOVE make s ita F£firH£&£V&N 

Pi&Rtm. 


O F CovfiOF, ONE WAY TO OFF WFl &HT TToET CopSOO US OF IT. 

~%t Great ahuvatof, Btltytla says - 

v ' 'the FolHT IS THAT You ARE HOT MERELY SWlSRiMO A RENGp ABOUT, $iTT YOU flAVF 

womrm your forms, W You do you possibly cam With that mi&tr ^ 

To CoHm SpH&TCH. IT o A STRUGGLE FOT MF ad I AM CoYtOcOS CFtTAtY%t TiM & . 
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A HAf& P&SS(t& 
OH WAW 



Ik W*T#e SUT WtLUP^LLV HAVE 
HTt(^ pFf^OTOtf'T^W'A'T^.- 


P 0 QP A f^V WINGS W'HiQ-f FAiW Ai 


PirFFF&JT SpFFt >S OFCAttCF OF THWF WEIGHT 

aW mAT'TmfFF AAAPF OF 



A £iuK MA^KY 
WOUU> CATO 1 A 
CE&TAlM A^HCUrtT 
OF AIR AS (TFAU-S 


t>Poft 



HAS AIK 
UMI>p2. IT 



AND SETTU^S 



A HEAVY 

OVFRCCAT 
FALLS - 




O-fAKFAOHiM CuP- 


\ 


1/4 mprvike Cue WOUU> PPJDBABW SHATfefc ON iMFAer 
BUT WF CAN HAVE it BoUNCp ABOuHD A Fir, 

TAKE pFIFTIES WITH FFAiWI CUT AMFF iT APPFAfZ gFUFV/ 



r —fS . H \ 

PAUSE -ff+M IT SHA7TFF 
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Fwtmi pnp 
fbC pFpSSvFF 




st&ngwen 
\r furjupp 


Suppose "the- SURFACE /S SOFT' G'toffi CftpVggE £- IT WOtiPb GIV&- 





Bmot^ 

FlNGPPS 
7£> Grl^F 
PRFSS-U^E 


w picKm up so/mum hpa^/ / ik^moizBooy wo- /w 
ANP 7 k^ source or 
'-pit Action (■$ in ii?& fps. - 



/A/ PiCKlH&UPAfWCh 
1k<L SOUeCp oFlkt ACU 

t& miu&HWN, 


-- OgWOfl&y 
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4 very heavy box faeuhg - a AWeo gptf W Ry.w«6' A st^ sw_ or. sowyimo mt~ faux 



V 



T> feu-fte IMPACT'ffie BOX K p/t£nAU-Y CfBN 
Af -ff/e MCM&tT CF /MrK>T. 




7HEN 
PF&AIN 

OftLl&ifi 

5HApj 
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! HOW men EFFORT PO W To FYPpNO 
(T) To McYF FOMFflltnO? 

@ To CHATT ITS PIR&OnoN? 

( 3 ) OF-JO STOP IT? 

YOU INPICATF HOW MUCH I r WEIGHS. 


Coming To a Stop /s partof weight- 



Framkthcmap WS' 

[[ WHvP GOT TO CO OOTJFlT TO STOP TG FOfyvAKD FtCGRRUICN OF RPPIPVABTF WEIGH 


WHATEVER 

Was m Mcf Tiotf 
wiu rit y 
To Hut on 
GOING' 

AMW, HEAP, 
PAIR., 
Wifipuy, 





go m sro, 
in Bits- 
each Fit 

iNPlCATim 
Tie WFI&Ti 
OF irSTu 


HppTb MiU MPT ON it - __ 

nV Srofpm rums convincingry is one of tk& piffigmf Tings to po in anjma ton. 
WHEN You cam TO A STOP, PICK A GCOP PUCE TO S ToP. HOW You CHOOSE To S JOP- 
WHAT K/A/P OF A Stop - WHETHER ips AN ATT Top OR A lATi ONE, CtfOOSdG WHERE 
lb Oo IT IS AN IMPORTANT CHOICE I MATE 16 SEE A FOOT Com THROUGH dd LAND 
2ul THEN NOTHING HAPPENS TO IF I THINK WHEN IT HANDS WE CU6HTTO GO AHEAD 
W PUT The. WFtGHT ON IT - OR POCK FORWARD -OR RAlSRjkt OTHER. FOOT ^ 
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So f HOW MUCH FFfOPT (T TAKF3 TO S TOP SOMFrWNG SHOWS (iOW MUCH IT W06HS , 

ALSO, Tie TpmO OF AN ACTION WILL VFTFRMINF MOW ViOLFNT Ho. PFAPFFY /S - 

>0 A MAN /S RUN Hi NS WITH A GOAT AAAPF OF THiN r LIGHT MATFFiAL W UFCOM& 

To A CUPPfN STOP, Tie MAT&TAL WILL CONTINUE To FLOW, To HTTP OH GOINS - 
To QOAfTAP OF HfM m PfPfNPFNTP/ OuS THm FLOP TACT tT CFTHp . 




A Woman fN A Silknioft/F-,, The mat&zial will blossom 'W Flap violin ny- 




SO ■ wmM SHL TjOpS, UFRClojHlS T- haul Follow TUmBi ALRiv/NG ITTUp tnaHTl* MAIN ACIIC 
A AID OF CcURSP ALT MAIN ATtCN AUSo $TDf% IN PARTS' FINISHING Up AT PIFFFFlNT 7/MFS- 

HAS THFRF LVLF PFFN AN acton WHBFF ALLT te PARTS of a ROPY MOVL P UN ifoRnPi 
CpXCFpT in POROIS) W PROTASOV not FLFN /MTrtbTi.) 

AGAIN, 'follow TNROm ' (STht, FTOULT OF W I s QFNFRATFD BYl%€ MAT ACTION ■ 



















,f~>ur fte om WAY WE C4lV BEAUW SHOW WEIGHT IS WlV-i'f# ACriOH- 
SAY PICKIH& HP A HEAVY batch OF HAY WITH A PfTCM&Xr 




ANTICIPATES lit THpcW 
bv Going pown - 


@A Cf< 
ApCP 

Again 
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SACK To U FT/N C[ A POCK A6AW - W ITH £U&$mtom OF HOW To PpFAF THIHGO Up IHTFfiFSTift&i-Y 




CO^SI?^ If 



ON0f4AWI> 
SlAR» BACK 



JpiNP 

fWFSf^ 



igpA£S W Hft 

Ot^fiAMP 
]-|g?iD COMP'S 
PCWJ1 LATg 




AftMS ANJ>ToP 

soWQ^nr 

USSSTS/USHTf^ 

^KstfU-Y 



WR5 as. ffljy 

QseS, ?ACflpCVifi 
TwJ 144^ 



?ACK Sees 
CoNCAVff AS 
^coK iscioee 
-is eopy. 

U£g& SHAK-p, 



WT Step; 



&£OTl4 StfA#^ 

& fe ziiAi&tmK- 
Hf£ feaM’&'ToTApcw rr, 
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,4 AAAN W tTU A- HE, AVy MAU-ET /S 7& 'itifSCVl If (X ^JV Aw wi- 


VMIIP^.«= H!=7- •^CIL'W ti 




eat* 

PpM 


■fcj.m+w 

hwwvi 


AS 1A> mi MW H* ^fircviS 


pAC-tf At!2H 
<3p€£ omy£>c 



I 

-*¥*&*£ 

£“iW- ■■-■•"■ : 

fcTPA ?W 







ifJto rf, 


“"•'‘BSSfc- 


^-¥T3>J MfiRfr 
M’Jfr T**= i*rr 

-ivs 


t£HI ^ G* Btic^ R* 
t\$ tjEAC (AH[> 
<Sl*/T m&MAgP 
*cjp FO^rf 




THt {oAtW WxpflT^icrtES 

qK W F£A*£ iOE£TWi> p 



AM|N 
jT 

pppot**t> Af®£.-fc*. CaJwsr 

tt/WfcFF iw fvwu^r j-a> vg £ 


So ^ 77 ?y To Find au-ti® vmon pc^m-rrt£$ to com/ wemr Visual# - 

c an mv&At pakts? 

0O FAST Ati£> SLCVi ? 

L/Sp UP ANP OCiVAl 7 
€£sw*72te Joints ? 
p^yaesglfo 5oDv 7 
SrfrtT-flte weis^r ? 

— AND JSf=J ,TT iWf we HFFO To ptfT OV^ WW Wfc rtWJT. 
jAAl£) IvWftW VY£lMV£ jflJ-LTWlS STWflF (KpOOf^Sfl^VH " COVC£fV7£4T£ ON ■ 

w«c? /£ Pa/ve- /r and w wwr smtfTfctf? 
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pUttMtHG 3«J TTV/M6 To CHANGE PlRfCTiCTt SHOWS Hit W&GHr 

iH Tcmm A ccmtfl CHAPUE CHAPUN PIP A FAMOUS SKIPPING OF HOPPiNQ Tc\KN. 
HP SKIPS ROQNP tuu CORNER IN A CURVE awJ )ZUN$ OUTIkz OTHEfR WAY- 



i IKE A MOTORBIKE HP LEANS INTO ibe Curve CF Te-TuRN, TiE FefT ARE CFF^STOH 1U& 

IN SETWEENS 76 MAKE Tt SKID- 

IN ANIMATION - IF HE SKlpL FOR. 4 BOUT A SECOHP - 

A WAV TO PO TH IS IS TO MAKE A 6’WS OF P RAW NTS FROM Z To C4 (EVEN NUMBERS) 
THEN MAKE ANOTHER. &&FS f OFFSET SLIGHTER FROM 5 fo ' 2-3 (odpNURFeRL) 

THEN WE tNTEfZtFME THEM. (jOR. /ACRE CW THIS SEE* Vl@RATIONS 1 ) 


"Jo finish off this section oh weight we Should inceo.ee Pancwg. ^ 

The, Reason it that To essential part of panting is not mAT& happening ibT&Fen 
BUT WHATS, HAFFTFNG TO The,SO0V - T e WEIGHT -phe UP TOWN OfTo BoPV- 

HeN HARRIS 2nd ART BABBITT WERE UOThl SPECIALISTS IN VANCE ANIMATION THpf 
pOTH SAlP EXACTLY The SAME THNC' ft& The.■ UP ANP TOWN ONT^BpPV Uid HANK 
THAT El Tut MOST IMPORTANT THING /N A PATT- /T& WHAtC HAPPeN/NG to The pOTY 
WITH Tie, WEIGHT MOVING Up a*A TOWN IN RHTTM ■ 




then we can pu t To ffft on any where . 
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APD ppFi n&A &/MUMZ DOVtH BODX FfA>/ - fZE-AJ f£OM r^S (jtKS We$m tmLONWCfi) 



/firs; 

x 


/*]Y 7 lGffW * 6 t 


/Vow (UEf^^COar'j rtt« HP 
>cJ PEAM-V TffPOVlk. »Ofiy 
Up $XMH 
CWW&^ A&HSAS 3 W 0 

TV is kfat is 
pm ey prawns 

/$ ,A(V £XTjS£/Vf£- 
-fair t S'AW- CH £WfS 

W just Hpevs 

5 S/A*(SW^ MCPE&LtfSZ 

qth^wt w£rrw^r*s 

P\CH 



+ 


+ 


+ 





+ 


-h 


+ 


+ 
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Ot{ ^ PAtfCE-ItStfAUY HtT'tirt C*l~fi ft powrt* (V& £- Wr Bt2£>Y Co^ES ^ ^ 



LiF-n. 

foutciPAf? 


4 - 


t 


+ 



4 - 


r? 



+ 







Cf=F S^f 

Te> SOUP 





►vt CAM ACCENT giTHEP 
-rt t * f*?VvW ue Tfce- (JP 
OFlbe E&PY 

Oh A dahoz, if ( 5 -ti Mpsi 
of Iht jsw 800$ £J6Wr - 
T HEN WE CAM AtiA££T i&rtG 
-fob urn* 6 f*TS teCOHPm 

pom SWP TMrlf 

mTtfr itoFiHfrmiML- 
AtiVTHiNG L&SJS.THAN 
4 * F=j^vns? i^v&ftria^p, 

Cn>T-fte AWJ TflflG - PfAU-y 

SOpFbRT \T'«t(TH QXCAipAty a 


+ 


4 


+ 
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WITH PA AfC#2S - NOTOE Tt\ e- -fit/Sr IN it* e SHOULDERS 

As thfy oppose Hit' twist in 'ike, h its . 


THEN 

SrtA&ffoi 

OUT 


-fte tfffis aJ S^tXtfi^ES 
Temp to couhxeR path 
OTHER ALLTk&TtME ' 

fhouut-r pom, atp o P 
opcuLDm up hip torn- 
T nt-sriim taw- 
Heap at oiFFEzm Am& 

70 SHOULDERS. 


(pET 

lean 

jHT>lLe PcPV 
fbR DYNAMICS 


mm CNAN&N 6 

fPOiTlCN 

LEAP wap 
-tu^wps 
■ 2 ^-fUe, 
WElGtif 
SHIFTS 


OH SYNCU 0 OH(SlNG iUt ACTION TO A MUSICAL SPAT, THtRF APE T &HTR OF THUMB: 


Rule of thumb # ( 





Q^y fTSA 

a feme 
Bmr- 



{C-\ie of thumb ^ 2 . J 


HAYf4i& visual accent position occur, 2- frames ah lap 

OF TL* ACTUAL SOUND -PRrCREPINO %* SOUND BY 2- FCWE® . 



Sc m CAN FtTftFP- ANIMATE Tie Hfr 2 - FR/WfS AHEAP CF 1he SOUND 
OR, mCAH ANIMATE LEVEL WITH The QOOttP W ADVAHCFT^t PICTURE 
/M Tie, EDITING, LATER 3wJ GET ITSO ITLCORS Ri&H F (.I MUCH PPEFEPTHIZJ 

AAAHY LIVE acton ED HOPS OFTEN FUVihe, VISUAL Hit AUFALFi P^lhe, imTP 
OF The, overall Beat(mfh a it frame beatthats H-frames aheap orTti sa 



Ac, WITH DiALC&OF I TlTlNR The FfFT WAN IS TO ANIMATE LEVEL- WITH Ytn. SOUNlD THEN FIDDLE 
WITH ir/NTtit EDITING TLL it looks just right* also m learn things this WAY, as lulls 
Of THUMB ALE ONLi WHATT\HEY APE 'RULES OFTHVM0.. TRY IT dud SEE WUAT WORKS BEST 
MAYBE ILL BETTEiZ ONE FRAME ADVANCED, MMEFTWG, AMY BE s C&A-- AMY BE its 8F£\ ITVRL 
Fat never Better late.) 
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ANTICIPATION 

f 

IS THBPp ANYBCPY WHO LCT^Nt KNOW WHAT TH fS GUYS GOING To Po? 

The, OKTAY AN lMATOft f BILL TYVA SAO 

ll Tft0ee ALT ONTi 3 TtttHm IN ANIMATION - 
-- 

/ ANTICS RATION 

; z action 
3 Action 


ANT THESE IMPLY Te msT, 

LEARN TO TO THeCt 7H/NG& WELL 

W you caamwaw^ 

C/fA£u/E CUAPUAf SAID, 

/ Tm 'em what Yourt Going To Do. 
c po it. 

3 TpU- 'EM THAT you've PONT IT, 

^-._._ J 













IV Gpmr FR0OI MIME,- MARQEL MAFCFAit SAYS, 

(^USp g /a ANTICIPATION*^ 

why ? because ir com mum icaies what is goimgto happen. 

"ftt AUUIUNCE SFEC WHAT iS GOING To HAPPEN - THEY SFlWf ANTICIPATION 
3tJ SO M ANTICIPATE IT W/TH US, THEY GO W/rH US. 

WHY? BpCMm HOF ALMOST EVERY ACTION WE MAKE THERE IS AH ANTICIPATION. 
WE THINK OF TH /NQS FIRST -THEN PO THEM. 

UNLESS Ilk A ?PF'FPOGtmm> RESPONSE LIKE SHIFTING GEARS ON A CAR 
OF GETTING 0PFSSEP, WF KNOW THAT WE THINK OF SO/ttLlHiNG FIRST-THEN PO 11 
/\S WITH SPEECH, VIE KNOW THAT OUR, SPAIN Ft YES UPON Ifa SENSE OF WHAT 
IT WANTS TO S/ly -THEN GOES >NTO ^ YEFY COMPLEX SFFTS OF MUSCLE 
^ELECTIONS TO SAY IT. 


SO, ANTICIPATION IS TAe PREPARATION FcF AN ACTON. ( which we au-&co6Hi$e when 
ANTICIPAVON TAKES PLACE iN ALMOST EVERY ACTlCN- Wh ^ ' T ' 

W CERTAINLY IN EVERY BIG ACTION. 




an tic, ip at es Action 

•- NeXT 

r 



m anticipation (S' always in Tie, opposite pipectioh to where t*-Main action is com to go 





Anticipated action-Oche eeaoaon (^fPL S 

= FudPs TCuf\ 

„ tl , , \F 0 RWHA 1 

ahv actoh is strengthened fy fling Precezpep by its opposite. y £ Hir 
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t'f= A'lTtCfi tVHCtE &'>£>/ 

THEM HP HAVE ANTICIPATION OF 
7 IteM&UX&X LA 7 WT FGftce '. 


£/SWXty-flte. A/VTOPARCW JS LESS VtQL&tr tWW ACTION 

Stow MvapAvcn . -7-iPi ^ fast action 




Tim furs Tu ewt into it reft- 


>'■«*£ ■ A KQi*AN - 

UHSA/l tiWEi ATHLSTfC. - 

- OIL A SAV\U-rmD 
W/itTtfW WifhdJr 
U&HS'Vx BCPYMU& 
To jVfcLp Tut 1WjGi0|V. 


A RLlftatfsil W\lP 0 O BACK &Ef-oP£ 


OoiMS 



mw set go 

WE A MtiOi £Wa4 G£H ACTION 
Any ACTION CAN BE ENHANCED if WfRe IS an AmiClpATiai EerM-E^ ACTiCtl. 

(S>) 


m CO SACK sefcfe we go fopwaed ■ 

m &?R>RwA&> BEFORE WE GO BACK 
WE GO Pc?wti BrFQRF WE CO up 
we Go up before we go pown. 

Ikt Rule tS: ' &ETO& WE GO ONE WAV - F.if&r Go Ike OTHER- WA/, ' 
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OF CjOUPSE f WITH A "CARXOOH' CAfCfcOti " 





% 


rmTtt&zs 

Fiti&TjZ 


HD PPAWms &01M& Our — her JUST ecm. 


ANTICIPATION HAPPEN^ WITH S MU&Z- tJ UNP&Z&mp MOVpMmS 

cptrfrw& up mm a chair. wo qosack Ptpc.pt mGo fbmtfop aJ vohn Sucre we go up . 



ANTICIPATE SACK R^SVAiep up 

76 (5o ffcfciwaj? -W Pcu/M 70 50 


SomcNF making a point- 



W&AK ANVQpATe 



HOW, MAKING %t ACTION 'STPONOEp - 




Ppfpa&ng- Bcoi mm eu&ftp/ bcpy fz&wa&p 

GOtm BACK PR Sr IN 10 OfTcSiTF PlP&FllON /WAfSAI/F/ES tk PSSULT 


Tan? a simple rUiN& pike Starting a wmk- 


ITS UNNATURAL 
70 start a walk 

WiFi 

FApamr foot 
Ffaotflibe 
PIRTCr/ON 
WpftF QOlNF, 



Tht-omous WAY 
To QoTomimfr 
(Q To Start wok 

PIS PEFTFCOF 

start put. walk 

W(TU tt&FcOT 
NfiAP&ST TO 
WPt&E hiPs GolHS - 
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Fmx up C-oupp 

A/ifTtC.lpAT& 
■ihh WALK WITH 

ms maw foot 
Hfms th fS - 

me RiC^rrexyr 
cmi-o hack, up 
as AN 

ANr(C/RflfT£' 


B) 






ALT0&NAW&/ 

COUW> 

anticipate 

Hie WAIF 

BY swum. t>P 

with his 

.w nxr 

IN OfiPEg 
TO FRH£ 

ms mm f&t 

To ~iT%r DV&Z- 



A Bauet Ptii 
ts an ANVCjPATtCM 
iftfopT Jumping* 

UP IN AUZ 

To Do AN FntRZCuaT 

= h/s&jw& ffer 



/ iu m 
l r&r 
y*AF 

&£FOfmWEGO up 


W£ GO 


£aamdc 


DOWN 



A MA,n OH A PWlHCi &QAP£> 


, — ^fiTia Ptjzg 


AMO THeR 
At-tnci pat 


Til 



























Stir Ji&T BY PHfTAJfrW ASrt'iAH- £ttr<<UfWE UP &FFOEF Mg - nre Fm-%*- F&ZSOH IffttiXiN 




orl ytt cam azEFLmP^Mw iWj*fl9 Q¥-q&u&sb as /mnappcncM- 

GAY A 5 rfC-WOiZ WCtfAti /<& Gom TO PUfHgR IWN£> CH W/R- (m:A HcufieS^ 
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AttTtC iPATic+f i<: A 3rc*X< it* ~Qaa pe 


j(Ti’ A rtottfe 3 
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IF EoMpCNfS GOING 

id Hit someone 

HP 

/iHr/C/pflTp 3/1 OK 
BpnORE SWINGING 
FoRWARp, 



iu e AHne/pA77C/V 

7p^hs ne exactly 

WHAfs OOlN&lo 

Happen. 


IN ife. EARLY VANS OF ANIMATION Tie CONTACT 1//AS TIKE HlTTlNO A PUDDING — 



Tnfi wn 

HSU/ 
HfWH 
4 Fs/> 


Qpm A 'ATYVICK SMP / 

'At d/s mens i ltAiznep Howto vmmF A punch Fpav\ act barEitt 
APTS AID, ' PON'r AVER SHOW T>e. FANO H (TriN&iUe CHiN- SHOW ihe HAND 
AFTER- irk PAST fli€ CAIN W T 5e CHIN HAS MOVED Oar CF PLACE t ;/ 


1 opw wFjuzr 
show iue Result 

THERE Is 

No Point 
of contact 



WE LEAVE OUT 

ita. comer 
w show 

~pit HAND 
PASTIue 
HITTING 
PcyNT 

' IOTIMES 
-Hie impact 


KEN HARRIS TOLPMp THIS IS WHAT THEY PIP/N OLD WESTERN FILMS- THEY WOULD EplTOHT 

-tie' pom of contact ' tramps to just show iu rerultof tin Hr dad put a rig bang cn it 

CQ, WL PUTtucSouNP HIT WtRNikz FRTI& PAS Tike, FACT - WHEY fue CHARY-TIER lEplSEOPGd 
fue- A PM S W IN (AC TH HOUGHWE GET -pe-IMPACT,The STRENGTH pfc>M -fa, DISPLACEMENT 

Am n, 

The ANTICIPATION /S- WF pfTPARE fcRlfce ACTION. WF BROADCAST WHAT M# Com lot 

Jht ONLY TROUBLE WITH ANTICIPATIONS IS THAT THEY CAN Be CORNY. 

juc AUDIENCE COPC YAW SURE, I KNOW, / ORE, NON YoURE CO in 6(0 DOTH (So , BOFiME,. 

Co THEN Tit GREAT THlMC T To DO PC MET TUNG- DIFFERENT- A SURPRISE - 
WHICH CAN PR VERY Funny foe £ Hoaenc .) JEST PONT VO WHAT EXFlTTP. 
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^AV Tt+AT AM AMTiC-i PATi0(4 tS Ah' pXP&CTATtOM OT WHAT vY/«_ O&UtR - 

the AimmoE Expect s oimum to haf^n kepoze nAewMvf Happens. 

A SfVfeP£fSE GAG W0£KS l tyifti Tit AMDiZNCfi }?&£>$ 7*e ftP&ZThTOH W TXf&XS 

A ZmAM ThiNG lb HAPm W W SOmtiiM 3- jViW^T WPme - 



Ifte /NtfAJ-e /£ 
iht- MTTCjfMTfc^ 



ACT7CW 



ee&vi-r 




/A/PAi.£ ’MTiCiflTTtrt ACTION 



WHA1£ - AWF 

^ne/pArctf 



/V 1 G 0 F ACrrqv 



/WC¥£ 

/.OYJCW 

PNMjttcw 

AjOF £ 

v^r/ 

S M^ AW77CI04T0N 


Cje JEE&ftT 

W&77W 
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(j> O AiVT/C SPATtOns) 


df 


ANTiCtmm 


flHrtCrtRxm 


Action 


AvrtapAm 


A£Z?CN 


^trw 
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(jA/VIS/|§Zji ANTICIPATIONS^) 

A WAY TO &FT SNAP' WHICH ANIMATORS ARP ALWAYS TALKING ABOUT /S THIS: 
CAY A CHAPACTrF FFpS SCMPTHlHG MTPLY SuPP&SiNG W HOOKS UP SplOHit-Y - 



W& PUTINA Y&Py FAST ANTICIPATION - A PPAWIN& OP TWO IN Ite GPFOSim OiRrCTiON 
FpCM WHFRF WF WANT TO GO- /fh Too FAST FOP The FYF TO &£t IT - /T&jLtST TOT 
OHF OPTTO FPMFF - irk INYITIPIT To Tip FIT BUTWFFFFFIT THIS GlVFC iTiito SNAP 


Oay a soCCfp &oau& iQ earn to stop a &au. wm a orcui-ap foot flourish - 



OFCoUBGF, TH FOOT TUXtpJSH IS ITSFL-F AN ANTICIPATION OFCAmilNG TG P4LF- 


283 






Tfi/S PEVICEGnTC AM FXTtA FUN CM To AN ACTION BY (NVISl&P/ ANTICIPATING AMY ACvoN. 
ir'sibt SAME THING AS A'NATUFAF ANTICIPATION - JU$T60 ~fx e, OpPoWT WAY FiRST- 
mr ON AY TCF ONE f TWO OF THREE FRAME S. 

A mCBEMY PPAYTR HAVING CflUGHT A BANT COULD ANTICIPATE Pt\E ANTICPATloN Cf HIS THROW 
Fop JUST z FRAMES - 



Ammo. FcRiMApp fop. 2. Ft 3VWSS- NOW <30 BACK /NTo Th,' normal'ANTICIPATION - 




CONCLUSION ; 

whenever Possible wf r&y to Find an Anticipation^obahvcipaw:^ bpfjP-l Te, action . 

nic TiTIA SAID, W 

Bp SIMPLE * 

OF PUZ0CT 


ANID 


CO. 


BF CTFAfC. /y 

VERY SIMPLE. 

MAKE A STATEMENT- 
W FINCH IT- CimPPY. 
. —-—^ 

/ WE ANTICIPATE The ACTION 

2 P 0 IT 

3 ^ SHOW WEVE PONE IT, 


J 


ANTICIPATION TFAbT ON NATURALLY RIGHT INTO 'ACCENTS' 
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TAKES AND ACCENTS 

a 'take is an ahhcipatioh of an accent which then serri^. 


Accmr 



TtflS. /s ~1k^ BAZiC PATTERN OF 4 CARTccN TAKE. 

Herr fbuow ^s a burcn of fo&muA s ?J mmno/& on Horywoop vm 
WoRm> our ZN TUju f c f 30 l & TO NO'S . 













&ur while m ! & at n f i npcouip sr&m&M&i cxtdgAStc rmSiAPMeiN. 

A SLIGHT UP ANTICIFACTION OFiUe, pOiMN ANTICIPATION AC HP WES A Q-O^C TcoK- 


A SHOfiT 
HAPPLP PcoK 


sees 




Tht ANTICIPATION PCWN 




■Hpm A fomULA TOP AM OZPlMAfZf CTpAlSHf UP au) pCWhl TA«p (jjm I fcoT'%St 
(W« U&htY'TYpa timing) 


0 //r TO?ACC^iT^e 

(fAf fS cm wmc 

FoR f Fpwm | P 


b 



i «' # 


/ &J _© 

Cf o p 




oh Tt my 




S b 7 


i-f 


POYiU ON TTVtS 


UP ON GfifS. 


6 

J 


#ie /site 

voMTo#,c- 

f 0u3\ 

(( o |) 

/ w 


a 



to if 

i i 4- i 

POYIN. OH Twos 


17 


9 

L 



is 


Pawn on two$ 
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fe&fsike, thing wrwrH f - \ 

WATTIES SHORTS -TYPE 'T/M /HO - (j^sr cm&s&J 





m) \ 



AQAMjIke ACC 0 E 

is OW-YFEE r 
(Ti ALP&W 

eh Routs i 4 - 



& 9 iO / < S 2 - 13 M- 


l-H-— \ —H-i 

P6 jVN £>N OME-P 


TWNO ppm Kit GiOG - 



cwm& 





Aueiznate 

#7 


WT C/W EXAGGERATE &/ER/THIM6 
AG MUCH LIKE INIhe PEAWMR 

fair these apt stanpaud timings. 


Same thing wm %& Ropy-mi all chtwop 

(takes one TcoT ' % tec( 

7 


/ 357 

rm% |-f—i—I 
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HfrlCfS a S/M TAfS OHE - 
-Afc CHAOS 4)^ SAME 
A 21 lit MOUSE - 40- 0 V TWOS 


Accewr*? 

/s Fftr- nK£M Biscrfitc 
shock ^ ns ALg&oy on 

lit WAY To t 17 


THESE AfSE SOUP WOTKlbiG FORMULAS' EUi WE CAN &TA(M iSj!H& MOJp INVENT!^ 



Jp.%2 JAKE OHf 7 VAT EASTS 
JuTTGVWTA FCOVfVI Fffl *®) 



/<££P Ike TiW 
W MOUTH 
C-i-OSEP 
UHTiE%e 

ACCENT 1 9 



/3b 
SOWN j [ I 

O/VTWCS ' P 4 


S 1 8 9 



it 


6 (90 Up OA/ CW£S 


/ 1 IS (A I 


IX) WN CH Ttt)Ck 
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pom CtiTWCS 


Maybe its 

CL&A&&Z 

showing ir 

S}ff& WAi ~ 


it is if T 

L— 4 —MU 

inJ SACK CDlW crirwc 


NOW LETS MW If KINO OF A DOUBLE TAKE. 

W ELD KEEP-Hit SAM£ CMPR guT DPAFNe UTAb 
FPQft S>DE To S/P£ &U Wp ir'SGUASHEP' 

Oft irt WAY up TO "//. 


PopiUt nm 

a\ LYjSS 

1 N*J\ otfTit 


Going up ou ones 


WAKE b 
FAvOQfLiHG 
#S EXTREME 


WE SHOULDN'T wom ABOUT piSTcTTO p taw ms ON IMAO&L.. 

LIYT ACTION HAS STmSiY IP&TDprpP FRAMES. 

BUT WE SHOULD T-E/YLMBtO WHATYLlo OBIGiNAL VOLV/AB OB A CHApAemT is - 
anp not stlttch -mD compress ’forgptvng this volume- so imrTDo am/rz 

CHANCES OVERALL Sljp. 

MILT KAHL SAID, 11 / B^FIhe SAME AMOUNT OF MEAT IN A TAKE •" 


Bur WT CAN 
Tush it arjOuHp 

LIKE MAP - 
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WE FHOLLONT &R AFRAlF CF VOS.TORXIOH IHiht INTF&&R-OFAN ACTION ■ 

oud a? images may took stizangf, m m rfau-y om smiumRT^ fnp fosmoii 

YJE FERE fi e P ISlDRTlOH WITHIN W THAlt WHAT COUNTS* 

THREE IS Wli-P DISTORTION RtRH IN EVE ACTION W WE CAM GO FURTHER.— 


GOING p OWN 
INTO AH 
AN ft Cl PATCH 
You'd expect 
THIS - 




ANTIC. 


Tfa PTU-T 
Gaps TONN 
AG Tkt LETS 

send ~ 


But lets DEi/ty-jite Stomach area 
For.JUST a FRAMES OR 2 FRAMES or. 4 FRAMES - 



ANTIC. 




gfrCY 
STAYS fU f 


jj 

NOW 
AS WF 
ACZ0TUP 
Tie StUY 

GOES 

pom 

th p&Ay 

IT 2-/3 CRT 
fPAM&S 

Tkt STOMACH (TF TOWN 
On tnc- internal. Stretch 
aJ coMpFFStcn , 



em-vcAiwm 

ijPA6 HR 
CtTTT&To 
COANF pcWN- y_. 



-fit Heat ccuuxsc up as The less go powh 

WHICH ISAM ANTICIPATION OF AN ANTICIPATION 


TRET 
CoulH 
PTPftC- 


NFTFFVkt HEAD W &OY HAVE 
SRTTITU Tkt. ARMS COUI-P /HCVi 
A POSITION TO TAKTtiu CuR 
OFF The HOt-D. 



HEAD 

follows 



TrtF> is HOw TexAVEpy PiD His with, crazy 7M££ - extending cn a Serifs of Compound Action 
Delaying Pits, often just z frames apart- a sfr/rs ofactois *> cumulative ffSufc- 
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AFT BAp&nr HAPA GREAT m&FLLtSHm PpVCT FORM HANDS AT The FND OFATAKF^ 
WHICH LOTS Of ANIMATORS UT/LISFR- s 

A FTpP Ike TAKE, WHERE NFS COMING- PACK TO NORMAN (jF WFHATR 'the VMF FoRIT^ 
HaVR %e A me MAKE AN FLACORATF FLURFW -<ON ON RO 'VFpy FACT. 


~TkzAm is EACH 
& WING AFOUHP 

in a Circle 
countering 
each omm ■ 



thf/ can Mart 

A FIGUITf Q 
AS L-ONG AC THEY 
(COUNTER 
EACH OTHER . 


The- Urn Am Dors The SAME AS The- TIGHT - Rur starts latfR W couNtfR s iT 




Another Lime ppFinfmrht- of-ie arm could keep knocking his ha t off ^ ok again 


KIND OF 
OHA PHN0SQI4E.,. 


WET A I FTP 
A MINIMUM 
OF IT FRAME S 
FCT THIS STUFF - 




OTFTT ATM 
Comes. tip 
KNOCKS 
Flit HATCbt 

other way 

- OiCRUF IT 
BACKON- 

HIS FBFTCoLiLD 
TFT At Hi Tit AIR- 
-FNPLFSS VARIATION , 
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It's a gcoe /pm 75 look top an extra 'bpeakponns 

LETS SAY A MAN SEEP SOMETHING OUTRAGEOUS mJ Y&+S ' WHAAAAAaT?!! 



'This wilt pc 7 u job gk - Bur ms lcgk fop another hreaKdowh - another. 

FOSiT/ON IN AT WILL- STRENGTHEN If dip Gnb US MOPE "CHANGE ^MCPE VITALITY■ 


Koto 




ANTIC. 


iMpC'imtiT 

extra 

SPFAKPCNH 

PORTION 



AHf> 

fiHAMQP 
fHP 
T ITT 


So m LOOK TOP WNATp/ufR CAN GIVE US MOPE change OF'SHAPE WtpLtti ACTION 
LOTH Put in ANOTHER. One, HAVE him TOOK UP BLpOpO Tlix POWN ANTlCi PATTON . 

Again / we anticipate iz<o anticipation ^ 


MAYBE WE l pE IN DANGER OF CYePANIMATMG - OF GILpmTUe LILY HERE - BUT ITS 
ALWAYS WORTH SEEING IF THE&S ANOTHER MOMENTARY POSITION poSjiRLE TQ 

CREATE MORE CONTRAST'more change within, (again, 7fW£ HOMME LIKE TRY/ns-it.) 
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HAYING Too MUCH ANTICIPATION CAN & COHNY SOMETIMES aj OWN TAK& UNNECESSARY 

Justto contradict alltws mt>, HP, Pom W around action, om oflkcWpONGRcr 

TAm I V£ EVER SEEN WAS IN A TIM Wm EAST PATHBOHF AS Ike. Vf/JAiN, 

EMACp iNiioMIPPLE OTike CIHEWASCqPf SCREEN BEING GIVEN INECWPION 

&YANAIPE WHICH SHOCKS H/M. 



7tees lchs op acton behind him W abound him which could peflecpwr attention 
Yet his take jumps eight out at you. he hardly moves any piStanot at alt ( yet 
You Rmr y see it! there's no amt a pat/on town *6 no accent part 

OF THE REASON WeSeE T /s RpCAUSE Pl& HpAP AS FROZEN IN 1kx> Ml POLE cf 1U* SCRmN- 

(Tie ' sAce& cental oval) his h&kp ma/ss a short sharp move up then customs back a bit 




ike- Wf54p QCfS. up ToHa^ACCFNT) NRF%0 

-TRes cushions Fact Toil wa viprm Ho, 
Thh TAXejmi, /s 3 pm>£ S com with a 
Cumon $ACK, , 

3 mi 

-Li 


TeSPAC/H&lS 


CUSHION 


3 

&JtL 


£■ 

+ 


7 8 {* 

+HL 


10 


So, IT WE DEFINE a take AC A STRONG AAOVEIAENT TO SHOW SURPRISE OK REACTION, 
He's Succeeded without all cur animation devices, Hcwe/ez useful they all to us, 
LIFE l doesn't follow OUR CONVENIENT ANIMATION FORMULAS. (jy&r STUDY ANY LIVEACF/oN) 


Setting accents right was -the. thing that gave me The. wosttroulRlf in am awing. 



I really pap to WORK AT it- 
A SHAPE NAPP 
ACCENT OF A HAND 
OR FINGER. 

PLUS HOW LONG 
TO HOLD A 
HAND OUTTHeFE 
To REAP? 


6 FMS 


6FM£ 


IF IT WAS A SOFT ACCENT WITH A HEAD OR A BODY-OR 


+ 6fMS 

■h 6hwi£ * I See- 


TPN Ho POINT T vME> IN A Second * A ACCEPTS. 
Ifs TPLTfi HARD To JX>. A STATIC HOLDS OF 
G FLAMES EACH - AND HOW PO YOU GET FROM 
ONE TO The OTFR ? ANYWAY, l'VE FbuND THAT 
YOU Nm> AT LEAST 0 FRAMES TD LEAL ANY ACCENT 


Fix AVER y says ns sfham&s ■ You 
NEED A MINIMUM OF 6 FRAMES To READ 
4 HOLD. TEXk STUFF WENT CO FACT 
Pm ( 6UESS If WORKS /IS ENOUGH OF 
A PAUSE \N%eOOUTEKF OF ALLTHAT SPEED- 
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F/A/AFY I CAa&HT OH- A S WS4F T&e. SECRET IS KiMO OF S/MP&! TO JUST 
GETTING Ike D IFrEPENCE BETWEEN A HARP ACCENT mS A SOFT ACCENT 


A ^CD ACCENT RFCOtES - IT BOUNCES HACK - 

Tpy aA Powr kmwy wasp 
/owe. fimgnc mTo 
Bounce sack, os go up 
os con/ a/ ce« s/m/€ ^ eir: 
ir won't stay static. 

fJ a soft accent abets on going*. 

if m Point M0& 
G'ENTiy TC- hand 
WlG CttSftD M AS 
IT SlONS ToASidR 



in 



W ITU A WARE* ACCENT - 

IF WE NIT AM ANVIL NTH A STEEP HAMMER, -ftt ANV/L /S OmOUSEY MOT AFFECTED 
F/ iht HAMMER W WHEN ike HAMMER COMES TOWN IT BOUNCES SACK. 



THIS. CCNHCN EACH 

Tke ACCENT: 

The SouNp jc 
/ WIP A® T^Htr 
IS Wti£p£WPGffii<eSoONC 


contact it iMM£s>wm .y - . A 

POP ; FPWIP SOt/A/CtSSACP (W SAOH/S /rt/TD A HOl£>) 

Same with a hammer 

HI rma A MAIL - Tbt AQC0T is NOT wm The HAMM0Z Contact IIul NAIL. 


\\ 


3= 




M<3 - 


N or rum this. one. 


Again, ike Sawt> /5 ON 
Tul BOUNCE BACK 
- ONE FEME AFTER 
TUx. contact 


its -ruts one. 





A SOFT ACCENT WILE KEEP ON GOING 

THINK or AM OFCYEOtRA 
CONDUCTOR CQNWCNN& 

WALTZ TEMPO- 


we feel El Accent 

* ABOUT MERE 

aw) TUj- HANt> 
Continue 2 on 

itvsCFEi 
ACC&i) 
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A HAtW ACC01/T BOUAlCEC back ) 


Gfoma oar 
- 1 > 


m 

ACCi 
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A KAPAT 0 Fear, AFr&L$NAPPit1& OUTf K> ILU BoUriCF-gACK IM A A A Fb ACCSMT 


ArFrtfZ SPmPIHG 
our imoiTe s 
'Fair' accept 



then &omc^ sack 

i 3 TIP 

■H* 


W m K pm> ^ 


TAKB SOMEONE SHOOT! HO - P/SPlACB iki GUM FOIL MPACT 

JVP TO % 

0 

cW I I 

rnos f — --- 1 


3 

4 



■ 9 7 5 


4~ 


I MBOBTihr SOim OFlhv SHOTAS ike GOT pops BACK 
WITHOUT AMY IN6FTWBBMS BAOOTO HomAU 


BOUHC^ BACA TO 
ORiOlHAT POST OH 




HA PACT 
BACK 


A Soft accent 
' V IP BB HAPPY To " 


A HA£P ACCENT 
vl WHY CFBTAlUCf 


// 


COULD BE &FT 
OCHAPD,,' 

V/ THPBB OUTtF- 



Accm 




( $ur usually um 
ACCENTS, ape up 
see DIALOGUE' 
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TIMING, STAGGERS, WAVE AND WHIP 

WE HAVE Tk&ART THAT CAM PLAY MOST FREELY WITH TIME. 

WE PONT HAVE TO USE NomAL TIME. WB CAN EITHER Go TCO FASTTo GET GRA&Tti 
HUMOUR, 'UO FRANTIC ACTIVITY- OR GO TOO SHOW GET BEAUTY ^ DIGNITY 

Years ago a scientist friend or mine showed me film he made abounds 
WORLD or MEN m} A MAMAS' - NONE OF ft SHOT AT NORMAL &PEEP. IT WAS At 
INTENTIONALLY FlU\A£p Too FAST OR IDO SLOW- PE HAP ELEPHANTS PUNNING 
LIKE MICE ^ VICE V^JSSA, PEOPLE IN RELIGIOUS RITUALS RACING A ROUND AS IF 

playing tag, people kissing in slow motion, etc* after an hour of this 

YOUR MIND TURNED INSIDE OUT— GIVING A KIND OF Cr 06 S EYE VIEW OF Ur£ 
ACTION* 

There was a shot of a tramp on a park bench putting a matchsvck in his & 
it was fmep Slightly in slow motion / so of 32 frames a second. AC Hi 
FIPPLEP WITH lira- MArCHSTICK YOU SAW LITTLE PlPRLlNS MUSCLES OF PLEASURE 

spread across m x face which you would never, see at normal cpebd. 
Strange, but compulsive viewing. 

Since then Eve always tried to avoid normal timing, i always try to Qc 

JUST A LITTLE TOO fast W THEN SWITCH To GOING JUST A LITTLE Too SLO W — 
COMBINE IT. GO FOP- ike CHANGE, Tke, CONTRAST. 7 T\<l SLOW AGAIN ST FAST. 
KEEP SWITCHING BATIK td FOETH. ft£ HARP To DETECT Fur MAKES 0 mfVLSlYE VIEW IN 


( Pm5 G£IZ TIMINGS ) 

-THERE APE SEVERAL l/VAVS To STAGGER- DRAWINGS BACK wd FORTH To CAUSE THING 
TO SHAKE OR VIBRATE, TO MAKE HANDS TFfMSLE OR HUP HflU LAUGHING oRCRV/N 

WB MAKE A SERIES OF DRAWINGS OF NORMAL ACTION &J INTERLEAVE THEN 
BACK W FORTH IN DIFFERENT WAVS' To MAKE THEM SHUDDER. W SHAKt 
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7 Tip F 0 FM OF &A6GBR- vispavon /s rz/tf’ - 


CAY WE WANT 
A LEAF ON ATPEE 

To flutter 
iNlhWlNb^ 



#i W #c ? A&1&C. 2- £XTmi &2 W l/VF JUST MAKE 7 EQUAL IN 8ETWE&fS 



Turn when m expose m 

tr ON OUR X' SHERIS -f- 

INZrmP Ofiht USUAL' 'T 



ANP Wb're NOT LIWITHP / 

'T&jvjST THAT. FcP VARlgV —§— 

70 /-D <SOA 1 F FoPCOUS 
FCA/VfFS OTWFesZoFOVF 

/TS AA/ ERRATIC EXPOSE' -* 

IT PEFENC& HOW VIOLENT ±_ 

WE WANT IT TO Be, 


~ WE SK/P ONE <SO 
FORWARD ted THEN 
Com SACK eic. — 


VimwiONS AISO 
WORK WRIT 
ON 7WO&J 



OK S/</F 
AROUND 
Fo£/4 /tCS? 
vioi-mr 
EFFECT 




f ‘ " 

' ANY ComiHATlOH CAN WORT 

this is iu^pmapLE 

OF &TA&G&&& EXPOSURE 


~ -f- V 

A- 

ANOTHzg WAY' , 

take a pivm Boar p vibrating After ft piveks left it- 


vmm&ift'tebn / 



/is suRPmm how m ucm You 

CAN REPEAT EACH &NP, #I To*l7 Ere. 

Am when tr slows to a stop. 


J _ 

) 7 

2 - 

[ 6 

3 

fg 

A" 

/4- 

5 

yg 

o 

!2, 

J_ _ 

// 

0 

to 

9 


OF COURSE WECAN MAKE 
MOKE FLEXIBLE PASSING 
POSTONS WITHIN Tk& 
EXTREMES 





SUTlT 
WILL WORK WEEK 
EITHER WAY- 


r me ape ike. Vibrations msr 
ANmid&S USE" FOP LACK OF 
A NAME I CALL IT ikeiUP frd PoMi 
OP Taw w) fop W' VIBEAT!on. 
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TM can be used fan laughter or crhng; Of shah ring with coun 



WGffi A VARIETY Of SPACJH& lNTu.ACri 


1HE ONLY PROBLEM WITH IMS MmO!> IS THAT IT TENUS TO BE A BlT MF&MKCAL- 

We could break it up by to i no more interesting pacing positions within it. 

But ife, PmLY great method isf^om developed ry normam Ferguson atd&nM. 

K&li HARRIS SHOWED IT TO NIB KEN GcTIT FROM SHAMUS ClALH&NE WHO GOTiT FROM 

FERGUSON. FOB UCK Of A NAME, ik CALLING IT 


e SiPE To Tim VIBRAVOH FORMULA 



BAI Wf WANTED lb HAVE 

A Heap wobble prom 
SlPElV &lt>E ' 

WE MAKE A SERIES 
OF DRAWINGS FROM 
I b SAY) 33 - 


AND INF GET 
A SlbETOBlDE 
WOBBLE BY 
HAVING Z STRIPS 

of Action. 

Z PATTERNS 
of a anew 

INTEFLEAVED^ 



17 



HEN 
WE 

wimmp 

THEfi 


THEN WE MAKE a CARTFUL 
TRACING cF#j s #32 
JUSTSUQHTLY OFFSET- 

Vit) WE MAKE A NEW S.ER/ES 
OF PfcAWMSS #IA TO 32 A 

Going up tUeothfe sine. 



/ A 
' 2 - 
_%A 

3 

3A 

4 

±A 

B 

SA 

& 

6A 

V 

z 

8 

SA 

efc. 


[HrmTAVlNG TWO SERIES CF DRAWINGS 
GIVES 14S ALE KlNb S OF POSSIBILITIES 
FOR l /{SKATING ACTON. 
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HANDS. WITH 

ik^ P/Usy- 


IA 5 a $a is a 1ZA Z!A 'i$A 29 a ESA 



KfN HAKZtS AM /MATEO A SCENE WU&teTke. CHARACTER, HAO AH " BA&HQUAfe' f ViBBffllCM 
(AO!MG UP W8 SOPV fWM 0/S TOES, TO 0!§ L&SS, W HIS SACK. USING THIS SY&rm 


IT WOm LIKE JWC- 



(mo OFCDO/ZS 0 WE CAN &FMOTF INVENT/VG WITH ODE PANT/MS POSITIONS*^ BE&KpOWNS WITHIN At AO 



<50, BASICALLY id just Tv!o ££&£$ OFPPAwmz LONE SEFAWEpf me) INT&&&MZP WITH 
EACH OTH0K ~ GIVING 0NJOKE SS POSSIBILITIES OF WOBBLES , JUDT>m ( QUh&& ^ SHAKES. 
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WHIP/OnON 




ih HArtpCH 3 J5 
eciAit . 


iVt,er^ i 1 fi®v<£ 
iM mj TO ?AF.*i 

-tha- L-Ym j 


HANQ W * I * E £ VM>P tQfwAtp 


^ ■frtTH»6r 

fZWJSS 
frjwt APTBk 


UiYtP QM-i RJft me- FRWfc 
Amce vJit SD&wfi orte^AMf 
AFim 15ft 



( wmAcnm J 

ttND OF 77/MW -fef. W/P SOT WJTftxr Tfa -SWP A2!^'r 
HAm<$ USS> 7m 0XAMFLE- 
A MAN SWING f 1^5 ON A £0P5' 


(M& c^qs«! 
| /rU- smSmw 
ew 


ftf ftjVflV 
IteRSff W3MW> 

WT! 
s/fl^VYHsm* I 

OFiUfi MM- / 



Gou*3 av&> 



mJ COMm&ACK 


I 
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-Hip. WHIP A CTON APPLIED TO A WOMAN BATTING PET EYES - (EXAGGERATED) 



Pelting us out on tu<l last a moths ct 'a ch&svms carol' aBe levitow animated a wonp&tui. 
little laugh ok twyTim. At pihmer ate W / were demolishing ike wine avd i Tattled 

ON ABCOT MIS WORK ^dTht & TEAT LAUGH MED ,JUPT DONE, ABE SAID? WELL, IM AWFULLY GlAL 
71 MAT Years ago KEN RATIOS SHOWED MB that WHIP PRINCIPLE AX a PATTERN eng a LAL& 
“ WHAT- SHOW ME, CHOW MrY'WE S TUMBLED BACK TDTkt. STUDIO aSe scribbled SOMETH/PC 



vV WATS WHAT you DID OK TlKY TIM ? " 

■ YEAH, you KNOW, ik^ whip action- like THIS, Z 



ABES LAUOH id ok ihz NEXT PAGE IM INCLUDING T TO SHOWJWr HOW SUBTLY 
THESE BASIC THINGS CAN BE USED. The, SHOULDER S GO UP tod POlNN WITH IN iko 
LAUGH wd YOU CAN JUT ABOUT omT ie WHIR PATTERN UNDERLYING %t ACTION, 
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DIALOGUE 


/MAGlNE A HANDSOME MAN lALK/NG To A gm/pFUL WOMAN 7 M IS WHAT HD gAVS: 



/r 4O0KS A/KE SAMg// tO/£ YOtt"PQgSHT IT? 

HOT HES SAVING, ^ELEPHANT JUICE f 
(my U YEAR, OLO DAUGHTER BROUGHT THiQ HOMB FROM SCHOOL.') 

TRY it. ir illustrA m ik& point that m don't have standardised mouth shapes 

FOE EVERY CONSONANT W VOWED* W&RE MX- DIFFERENT. OhE MOUTHS ARE RE DIPFeHEVi 
^ VtF USE7HEM DIFFERENTLY THeRES NO S FT WAY To Fom INDIVIDUAL LETTERS ^ 
VOWELS-'lie ACm f jMCAR£gY / MO\V& Ht& MOUTH DIFFERENTLY THAU t&ENGUSH QUEEN. 

OF COURSE ALL CUR NOufHS OPEN FOP % a VOWELS A t E f l t 0,U.^A V\ EE j EYE, OH ( YOO. ) 
AND THEY CLOSE FoRlhe CONSONANTS D,M,P f F, T, V. (&EE, EA\PEE / EFF, TEEwD VEE .) 
AND HleTONGDE IS Up BEHIND ‘IkeTFEfH FoF h! f D, LJH W T(though ^eeoTaiM%^FI 
gur a lot of He Positions in peal fife are ambivalent individual* 
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HOW NOT TO DO MR S//VC' 




/ HAD AM ENTHUSIASTIC folk GRADE 1&\CHER WITH A WIDE MOUTH 
FULL OF VERY LARETTeETH SET OAF &V B&6HT ReD LIPSTICK. 

Every Momm she had us all stand up *J vest slowly 

£0 - NUNN-SEE - AY TEH : 

/Moo vah Bull ups&ssss, 
moo vah Bull lipssss&s, 

AB.Z THUH VEHREE SEHSSST LIPSS.S 
TOO TaWK ANNND SSS ING WITHTHTH? 

Followup sy- 

' X (5GOOD MOHRflNN ING Too MoOO, 

Gocop MOHRZNN/NG Too Yooo^ 

WEER OLL INN OWRR PLAYYSE7-Z 
WITH SSUNNGHFYeNER FAYSSE Z2. 

OHHH f THIS^S /ZZ 77/MM WAY TO 
TOO STAHPR.T AHH NERYOO PAYEE* 

sometimes she'd have ms s/r say v > - fo£ a jm/mte' 

W / KlNbOF ENJOYED HEATING ike LITTLB EXPLOSIONS OF AIR. 

People pour talk like this ! 

WE SMUDGE FROM ONE WORD SHAPE To ike. OTHER. 

~Vio animators called it 








/'/K^ (N MUSIC - Vt?W S/M0/£E A FA£T CatfpLEX PASSAGE HlTTtNQ JUSTilaMAH 
THINGS -- You PONT HAVE TO MACHINE GUN EVERY NOTE EQUALLY-YOU SLUR OVRZ IT 

WHEN WE SPEAK WE PONT APR TICK YOO LATEH EVERY LITTLE LlL AH (BULL 

M lettered pop Some people hardly move their ups when they talk. 

The. thing is to think of ike. Words , word shapes phrases -notop letters, 

OttZ MONTHS ARE All DIFFERENT 

MOST PEOPLE have E/THERTu. TOP /gg\ Tie BOTTOM TEETH ARE 

teeth visible m ozt op Then me- vm featured most oftiotime. 
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-ru*- MOST fiM l\m HAD WITH Uf> SY NO SD FAR. WAS h /tTH VtNcmr Price's votes*- 

BECAUSE HE HAP SUCH A MDSfLE FACE, MOUTH, JAWS Zw? THROAT. 

f£QM Ik Sffif m LOOKED AR YOUD E/PtCr, RUT WHEN HE TURNED TO FByJT HB UK £; 



Hmo k.ta*Agi> - 
I'M A FKiBtt Hi 
McusreF - 


AND gfflSf HE SPREAD OUT HIS DIALOGUE 
YOU HAD iU -TIME 70 Af?Tl(MATE AllUml POPS, C&ACKL&, SLOW VomC 3«S COt&WAfi 
( Wftp REim BACK iH GRADE Ox ) You COULD OV&AM IMATE IT 3*) if SHU. LCcm> HAToF 
MOSTLY WE HAVE TO HOLD DOWN OU/L MOUTH ACTION , UML&& mfe SHOVT/NG op. StHGst 


VftK&ak p&trtsr told urn he 
HAD A (GiAHT VOICE SOX'- WHCH 
GAVE HM THAT AWFULLY RICH 
THEATRICAL VOICE. 

Sr Vel great thing m that 

m PACE MS 50 ELASTIC THAT 

pop a Second cemo .TktToP 
TEETH would FEATURE 


.,Tm 

The 

SOffiM SET 


~ffa* f mforotaht consonants aee t^ closed mouth ones - 



/m order* To Read these Positions we weep at l&Yst two frames . Ofm mr &iou& 
(if WE voTr make these POSmONC Yu<L vowel that follows will EB V! hated.) 
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FDfpGOOO CtZtZp D/AUZ3UE WB SHOULD FcOp INTO OUR- VOW BPS.- {_NC> tXg.&JWEBN*,') 
DON'T CUSHION fNTO it. CUS&tOH BACK AFTEP ikt ACCENT H/T IT Bl<3. 7?/£V SOFTEN ft 

tffTfk* DM LG&VE ACCENT- /,*.*£ fifJG!* 





WE CCUiD CiJSH (ON A BIT ATlkt SofTctA CFlU, fOP- 3*J HAVE A SMAU* POP Tolkz'NG*' 



TN&E fU WORD *BA>/£BOH* WfJU TWO VOWELS - Hit F<££j VOWEL MfcDPZ imih 2 % 



A&AM, IF SOMEONE SA'S A BCCAD VOWEL LIKE HEY! "OR \vQ}V l - 
PON T psg INTO ike. VOWEL FEOM ifc " W “ WITH <SEV&Al- P&MfWSS. 


1 . 0 . 



= vecy MUSHY SOFT 
{ cRmaSM Am 0N& AAlfMAlOftZ 
I >if/SflES- OK, Murv $all 
A BirScFT-? 




POS& He, MIDDLE FC&m&NS. 

w 

CaAlflefSS 


sm ack i zmrm> it aw Sfr/ni^ mogp vrrAury. 


^ OcWr ftaiaser 
7£> JhSjtwd Ike, 
ftcff - St^tcw /r 


A PPEVAi&tr fault w biALoeoe t± rmriu-Eorm of -ft a. face porky s tmw *J tfcjwFffl m. 

WHICH NUKES OM. ANIMATION STIFF ‘bud STILTED, 
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^(Kiy) TbJ-iP&VHC ISGErrm %e FEELING Of Hz W££D W NOT ike MPMDwU- ISfifi® 

71% loeA is not to gf i&o a£jw£ - ^rrtfe cf -fte wo£/> W * suiee *vjs &f ft 

SFi^Cr IYWATS WW&wr fl*tJ AVOID PM/WS 7te MOftf/ AfiXWD ANIMATING £V&f LFUeTHiNQ. 

Aat)& Farm dialogue ot/& rx&gn fums nit out He accent ^ gfm o&l ih wim tm 

tmv MATCH ibe. flf§T VOWEL ATih, STARTOF%s- SEN70HCE ^ Hi LAST ACCMTCFHl ^NtfrCE- 

bd MATk in between will wokp: (o&rmb to work) 

Think of it this my - 


take ik word^'fqZtun/- 


vouTEorm- 


P 0 tH&- 

justli&o positions. 
Go FfoM CNF 
To 1J]£ OJHBR. - 


Betz take * HFuot 

&AMB THING ' 


WSTWjy 





BOH It OOm SO IK S/M 


= don't cm irrwcE 


GO SfRAf&fff FZnfA 

QNEl?jilit OMS& - 



HE 


O - 


wf CAiir be l te&j- in reading cor sound track, 
n M EMORY" fc not Z amis - tfi ONE 


H± NOT -- 

OPW OftN 

MEm QH 

MlLfSS TMte SrMiNS 
T MEM- QH-RFFSf 

nk "mbm-rsb" 

- ^ 

OF£U 



\ ^ 


M 


l 


Rea 


(NTUfS CASE 
>P Cu%eHe,MottiH &i ixx/tu to 'Eez " 


mvcur 
Animate 
eyfRy 
G oteUE 

vonel-. 
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13}* UPP&R 'rem A& anchor to ik&SKUU- « J do wrANtWGE 
im&~ jaws action iq »y ijpywN 1 - wmf-rfe ufs tohgoe f£#wws- -a« saw/ua. 



A 


/tffftfj g WBgflWHY "fte TOUGU& itf SP^eCW. <2t/£70tf6lJ|£S SO FAST, THAT if?: 

just up or. just d owh^kj&b smi &t &>WF (oram^ tr rwm) 



L- uncut 





'7'PMEtfe UP on 'U 



i&flnm arA S4w 

Hfe T&tfGft H/iere* 

VsrsofiewaFa 
At>u> /r- 


/MOW 

cowv ■atf'iWerrfieAtfg 


U«- TONGt^ 15 l4COR.ro OK 1% EftJK CTfte J0M¥£ JAW aJ /$ M7T FiOAtm AfoVNO IN LMBC 
OR STUCK IK Ifo THROAT M^O TWjAViS W T&FTH A ffiwr «j£i?££,. ££ GOVS/^r^T AfiGWT rjBJSTJ. 






//OIV£W£, 7J/Jsfiefc £0410 AWFtfUY RJ,W StfFF&SWfe £Q«r TtffiSf Ztttf? HY^E? TH& J&T SrtV 

* weu-, /tI? a c4^ieo/ - Left mme /reg a ca&boH* AmiMTfz&r Th& rsm as 

9^ POP R&W / « 

-^- / jre 


l/AWD \ 

WQFnav 
W MODUS' 

fiwr wot what 
m’RF&i asoh 
M3&. j 


AKOJHFR kl)l£: We £Atf> LV0 Mmo AT t-FACT -z J=£Mf*£ TO £fA£> /AfRMWT C£W£0/YAtfT5 ■ 

uk£ M, g, p f, v ge T^seYw') jf mbcwT, fte mwER nrtWr&££ /r 


iff OtiikeSoONb 
£&OfNG mom 
RAM? ONE FCAMF 
mbiCAr&D &q c 
Art X M* SOUND - 

* irs mr mom. 


So 

irFRDHfhe. 

P&SB&bm 

&&AND. 

<5fV0 tr AKOW&R — 
FXWA FfcAtfB 

fN ^ouTcrrr 
TO T&3ISTBE- 
- N&/&Z AFTtfR-.. 




3eeM$£ 
WBNBRP 
To tiIt lUt, 
itiCDtAtMJ 

*y tf vomL 
QNTZe N&SF. 
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saM psy/vc) 

7&S 6P/M3S US 7» TSe. TttC&W FUCElMM CF: VOmMUMm ££V@i- SWVfc 0£ M 1 V- 1 V 0 ik. 
P'KXhKE ORE FRAME AHEAD OFTke, SOUND MCfXHMOti OpTttiD FPAM& MiFWD CFVa S Ql#ti> f 0£ rt 


AMSWeR; VVOPJC L£VEi-. 


(3 


> l p QV7W0&" 

W /fiyc^ks ouTim mv - 


WORK GflEf&m AHEAD. 


5 

jtT 

j_ 

X 


3 

t 1 


7 

£ 

A/1 


/W 

T 

i ^ 

f3 


i 


entovR-'m 

: RIGHT QN7U*- K AA* SC(WR 



L-J 



- / 


/ 

5 

^Vj 

7 

=?= 

rsr 


PUT CUfL l M' RPAWfNG *5 

ONE FEME AHEAD OF'flfeW Sot/rt'D 


f ^ *7 V 'pEwrtnfS / WC \ 

LJ.^^ OFWy'SOWA^efey 1 


7 te fa A C£UPS RUt-EDFTHUm THAT tT LOOKS BETTER WITi PfOUFE &ADM 6 Ike, 0 O 0 H 
ay Z. FRa MFS, BF&iFE of im f A JVSe 4 S£ SPRANG- up WHtgE SOME f 3 >f£# 3 S SET Of 
ih V/PAM NY -WAT ANIMATORS Mt&T ANlMTE EVBO/TWHG 2 FPAM& AHlBAD OF-fa,S&M> 
50 imt COULD jm PtOP IN Ifof&DULT 'W Go ROME- 


wrong. there isn'tjwtoh&£uie. smsrr/A res u \ml sy/vc « best- scm?« 

with ife Picture ohe frame awmcep, opm it as better z frames. Mm> Q&* 
7ft? pi«f) 3*J so/h£t?M£S; a® eerr^e ww-fte rwj*£ even 5 W" 


If You always Answer, 

"Ilk 2 FtPMR AHEAP* 

You GBrA CRAZY QimWfVN 
IV^eec VbtiteprlfrWWMS 9££K«Y£ 


Conclusion ■ 


v-ee 




-A* 


— 


*S 


*7 oAtww 

ri MC&&Z i '-&'Z>t&vii){G 

V PFAHtHG 

<*_7y'«&w/wJ 

-■.fj ■ tGj 


WWY? 


TJfE^E (S ONE PFALSYiJC W7W^£ f^WEL. EfeWTOH life- MCpfMRTCti f& ,<Ct$ LC&tCAi 

fr.jHSr i3£ft2NDS IV/Mr 3fST KWStf WEftAY WTtf *7 50 l¥7 P^TOtV72t NOS 

OR. ONE FRAME AHEAD - IF irk CONVENIENT- — NEVgR LATE 


THEN WE CAN WO^WS 4 T 7 H^ flOMSE 07 ^ 7*0 , 3 £ 777 j 

RfftNMtfG CW WW FOO& 70 tf£. WE pcmi THINGS tm S KMX 
/r AO- Pepfivos oh W 77 P 7 of voice W iveVa rcwe Tkt.jog. 
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c 


ACCMTS J 


■fttOlfiM&rm WSHAfP PHYSICAL ACtOK W f«S4P AWES i 0 J h WMte- AHEAt 
Or "ft t MODULATION — ■ TtiBN PUT Htt■ MOUTH ACTION ON The-HQ^E - (rtt a mmh&i of SAW 


WON 
ONE £- 



- ^ l / 






3 

HEbC- A«wf * 

l ^ 

.i . 

■s raws: ahead 

M 



/ V 


,s6(/nd /oatf * 

—, - r ' ""^- 

1 



? 


i y i ui 






ii // 


WON 

rwos 



, ! 

/ 


7//L 


HEAP *GC£hT jf 

Z' 

3 

4 rjyw«SE AWffi*D 

■k > 



A/ 

5 


/ V 


scwjip A<mr a 


... 7 


i A 1 



( 4 

9 


FV 






TW^y GfT 7^£ /pEPDWflfefiE) H^EH* ACCENT 3 £« ^ fT&AlEi GAPP/-7HPN iSe AtoWTW OflEftLCW "fer SGt 

ftrewm - i 




TV& PfeV^G 
A SMtfW 

/Ht^r?ErTEr 
JtfAH nrrnfJd 
ALL. A TOM. 


MOST OF -flieTrt1£ ACCENT" fS UP. 

^ AAf^c/pArr POfVA/ 

(£) TWEN Z/^p AC£&tt£ up 

(J) THEN UP5 CMlhe vomu (ut UfyjW A VOK'ELTM &£*££ Wfrtfi.. 
iff CM DO 'f flf SWT NY3STLY 17$ STRONGER. GOING UP- (&UT VOWV (S FIYE,Tdo) 

Anyway, tub& & amws an accent—unipZS it&am utterly BoPrN6 person cp&ir 

WP J v WEU; AT LAST YOU HP HOA\&t ~ 3 ACU&vz 

T ' ? F 

\r^W6L w>m YGWfl- 

H;r ONLY Ik* 1/OWeLS WHICH ape tMRTP-TAtir Gtf >SS OYLflIk, GTHE &, 

W£ NIT CERTAIN ACOBNIK WHEN SPSP^OWa W Wf OV0? 7?W 

(g) "well, at wsr you fee home! '' 


qr 
6f& Acawr 

W£a, AT trtS t HOtAE** 

-f 

MU w* 

*xe*r 


JkSfWfr^^ AWIN 4X^. S£*£CT i-VPAT-t -MflomVT- IWA SOFT" C€ ,4AH> &£& 

HAPO AOCEHT: iV '- 1 Go PQMH (or up) W V0u S?OlWC£ SACK- 
soft ' /y (4_ l j o - : ^o tk>wn (or up) W Continue. 
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AN EXAMPl-g Dr 6QDY ACMGW QMfNAi<tt3:^ 

s^fipk SAY tHB f *' lU- SUP iNTO •So/AetfaltiG C&OE£ 

A&#*r 

SUE &cg§ irivim n^^oulv&R.- 
ttk uPA&<Stfg turns: recy^£0 4£, ANUOfTfAiPz pc *w 
GOES HP FAST Ftt-tLe. MAIM ACCENT ON Cap'C-LT-- 
AUaO AT -ft HER- HEAD Acc&jTgoibz mw 
OH -&£&>'- THe ONfX MOUTH ACQENr Ai&Q CHIUe'OO* 
&HCUtf>££ fr, lorn, A\o>jrH £XAG,GMm - 
ALL To HIT Ike. ONLY ACCENT IN Tie &£NTgNC£. 

tit&F miu mam mm&& > tD @> *J(§) rutfse&zw 




blip 


coo - 



4- 74 + 



THMG 



MTO 3TML- 


-LtR ' 


m2 H/r^PKS FINE, &0T [V&JLD NAVE 5&t BEN BETTER lOTz. U&O W 
BHOULPEfl ACCRVT UAO COME 3tx+ Atm> ofWtOO*MODUUTf3{. 
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MAKE TePo\HTOF Ti e SHOT CmR Wm BODY ACTION FIRST, PMoBOV Y ATTlTUbE SHOULD 
£CHO 1Ue FACIAL ATTITUDE. I ft Abb ONE. Oh, EXPRESSION OFTLe- BODY W FACT /S 
MORE IMPORTA NT THAN Hit MOVEMENT. 

IF WF GET ikz. BOD Y V HEAP IN 7k Rf&irATTITUDE WE CM ALMOST GO WITHOUTTteMamT 
7 k mouth action can Go on ladt - the/ can be %t ms r th/Ngto work ort\ 

Ken HARRIS SAP HE L&SRNLD MOST ABOUT LIP S YNC WHEN HE HAD To ANIMATE A MARXIAN CHARACTER 
WHO mo NO MOUTH: THIS MEANT HE HAP TO GET The HEAD ACCMB RIGHT To MAKE IT CONVINCING. 

(N PUNNING WE S HOUU> MAKE SURE WE LOT HAVE TOO MUCH GONG O N. HOW MANY W FDR 

this sentence - for this thought ? Apt it out boil it town so nc simple wi Keep it qmp, 

We Cm ONLY PUT OVER ONE THING ATATlME. Oll&TAS WE CAN ONLY SAY ONE WORD AT A TiME, WE 
CAN ONLY PROJECT ONE GEOWEE AT A 77 AC. 7k WHOLE FC& SHOULD WORK TOWARD THAT CUE THING. 



ONE EVENING in 7k EARLY toe i was TALKING to milt Kahl about 7k SUPERB MOUTH^ 
shapes he always got in his animation, he sail" watch singers tor mouth Shapes. 

1 ASKED,THERE ANY PeAL SECRET TO LIP&YNc ? f/ 

He lit up. vl You want The. secret? i i llTellyou The secret ! You Know that Jim Henson 

WITH HKTPC6 MUPPET? WELL, HAS A GENIUS ( HE UNDERSTANDS SOMETHING THAT PUPPETEERS 

never pid before. Here He's just got a sock over as hand Though HE Can neves. 

MATCH 7k. SOUIlb EXACTLY, HE DOES A FAR BETTER JOB THAN MOST OF US ANIMATORS WITH ALL 

outTechnical Resources, You watch what he's doing! Hes ffogrfs sing rue action 
Fes goi ng somewhere with that frog when he's talking. 

'V LEARNER THIS BACK on 'SoNGCFiMeSOUTH' WHEN I FAD The, FOY SAY/NO ToTfa. RABBIT, 
JM GOING TA ROAST YUF, ETC,ETC. I HARDLY MOVED The MOUTH AT ALL. HE WAS SP&KlNG 
THROUGH His TEETH WHEN HE PUSHED FoRLVAPP TOWARDS Tit PASTIT. HE pm&TTEP JbWANU 
Hie BABBIT! I PROGRESSEP IT AS HE SPOKE wd 7H47& tk & ECRBT. <3O SOMEWHERE, 

anywhere, as you speak. " 

WHEN (GOT SACK TO ENGLAND ! RUSHED IN To KEN HARRIS >k JUMPED UP ^ VOWN, * 

i j m g or jke Secret! tu^ secret of lip c ync l m ilt kahl told me tu e. socket! 


Ken looked up Quizzical^/, / 

secret! " i bulled ? the secret & To progress Tiu acton as you speak 1 . 
Kens eyes rolled heaven ward. u what do you think i ve been tRhngto Nellya? " 
well, Tie Penny propped (jfmau-y) and i never looked back, thats it. 
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ACTING 

//v 'f&e/ a§hee j-ems a?smst£ 0 aI£, 11 wr /$ ? u lows Amm&b, 

%AN, IF you HAVE TO AQK, you'll NEVER KNOW. " 

EUT WE ALL KNOW ABOUT ACTING-! WF TO (rALL PAY WTreACVNG DIFFERENT PARIS 
ALL Hit Tim. THERE Am SEVERAL OF US IN HERE, 

Vo You ACr Tt VAMP WAY WITH YOUft WlFs/HUSSANp/ LOVER AS WHEN A TRAFFIC Cop 
PULL s YOU OVER? OF WOP He SANK MANAGER? OfZ WITH YaJfZ CHILDREN? WITH 
YOUF BOSS ? WITH Co-WORKm S ? FRIEND? WITH VoURSuBORDlNATES? /OUR DNEMIE 

WE ! RE ACTING■ ROIGS ALLlheVME, DEPENDANT ON Ite SITUATION Wffee IN %*) WE KNOW 
WF TLOT OUT Yv& PERSONALITY APPROPRIATE To WHATS REQUIRED IN OUR ZlTUATtOl 

Ihe&k-- TU Authoritarian 

~1k fi CHILE 

The STUDENT 

The RESPONSIBLE ADULT 

"The LOVER 

The ERILND 

TU clown 

Tie mpATHmc f Kindly Perron 
T he HUNTER 

The POWER- CRAJY MANIAC etc. 

Tkt THING l% TO BP AWARE Cf' IT USE ir TO EXPRESS THIN 6 SC 0 DEVELOP 
ike ABILITY to PROJECT ir through our drawings or invented images by 
GETTING INTO TkiL CHARACTER WE'RE DEPICTING, IN He SITUATION THEY'RE /N, 

Knowing what it i s they want- W why they want if - THAts acting. 
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we want to put something over clearly through a particular character 

OlEAR PEPlCTIOKD OF WHAlt GO MG OH WTH Ike CHARACTER ^ 

DO ONE THING AT A TIME tkG BE CRYSTAL CLEAR, 

if we Start with that ; then we can deepen Our Performance as mug 
as vie are Capable on 

we certainly all know ike basic emotions. 

AND WE ALL KNOW ABOUT FEAR 

QBEEJD 

HUNGER 

COUP 

LUST 

VANITY 

LOVE 

W %&■ need To Sleep- 

Knowing THESE, ITS JUST ABOUT HOW DIFFERENT PEOPLE HANDLE THEM 

So irk just A Question of widening cud range to accommodate mcf 

Roles - WHICH WE DO NATURAL Y by O&SERlMTON W EXPERIENCE - 

KaNdQ HAVING •zj DEVELOPING Ike, ABILITY To PROJECT IT INTO Ik CHARACTE 
We’EE WORKING ON. 

MILT KAHL ALWAYS SAID, * I THINK YOU JUST PQ /TT IF YOU HAVE A PROSl 
YOU HAVE TO PUT If OVER. GOT TO HAVE A THOROUGH UNDERSTANDING OFWRA 

You're after. And if You Know what You're after - you juttkeepafteI' 

IT TILL YOU GET IT # 

AND, xK GIVE IT A LOT OF THOUGHT HOW YOU f RE GOING To DO %n BEST JOB OF 

Putting Tm, performance on He Screen - Putting over what you hav 
To PuT OVER ■ v 

Got to get inside ike character- what does he/she/it want? 

AND EVEN MORE INTERESTING " WHY DOES Tie CHARACTER WANT? 

WfjAT AM I DOING m2 WHY AM I pOlNG IT? 

Jhe People who really know how to act all say, vn You dontacj 

you become , 7/ 

movie star, Gm Hackman said something like 11 / work like mad 

at NEVER BEING CAUGHT ACTING " 

< %o good actocs do a lot of p^eapch so Hue Reality the/re DePioum 
Becomes TME Reality, 










i’Zte FINE CHARACTER' ACTOR, A/FP BEATTY SAC, YOMB ACTORS PYPNOTFE 
INTO gFCOMM/GT^e mier- g«r/l Yg£Y £MAP-GPO/P of actoj* 
ACTUALLY HYPNOTISE ike AUDIENCE , 

/pfa & T& Hypnotise iUe audience, 

FRANK THOMAS, USES %i WORD 'CAPTIVATEi ^YOURE TRYING TO GRAS %<l 
AUDIENCE^ ATTENTION W HOBO IT— POLO IT WITH SOMETHING REAL THAI 
■ THFV CAT IDENTIFY WITH/' 

Conclusion - 

M/F TRV ro MAKF /FSO /?E4i- / £aPF£- PEAL , WT C£WPMP£7Y£ 

V/PW/A/G. Wg FXPFP/EWCF ike, FMOT/OA/ /MAG^/FY YAe PPSUPT 

Ive Always been fmbabpascfd py aa//matpps hang/ng abound Ike wa: 

COOLER TANKING ABOUT YHE ACTING? 

ITS WELL KNOWN THAT A LOT OF A&VS.TS CAN TALK A TERRIFIC FK5H 
BUT WHEN YOU SEE TH&fO DRAWINGS , /rt A P£AP G/V£AWAy OF WHAT 

they're Really like, and how much more so when 7 heir dpawinc 

ARE ACTUALLY MOVING ABOUND. YoUCAN SEE A PERSON'S RtRENGTI 
r h*d WEAKNESSES RIGHT AWAY. 

If wlYe a cold fish, superficial person or emotional wreck, trez 

(T IS For ALLTO SEE, S O WE CAN ONLY EXPRESS OURSELVES AS BpSTV 
CAN WITH WHAT WE RAVE TO OFFER EMOTIONALLY and TECHNICALLY. 

(Bur) A Really good professional should be able to handle , 

K ^ WIDE RANGE OF ACTING MATERIAL / WHATEVER HS^hfER EMOTiOl 
STATE OFMiNP. 

THeRES ITUS StOCY ABOUT A SERIOUSLY DEPRESSED MAN /N GERM/ 
WHO WENTTO SEE A PSYCHIATRIST; 

Ohe PSYCHIATRIST CAYS, " YOUVE LOST YOUR SENSE CfHvmOUR IN l 
YOU NEED TO HAVE A REALLY GOOD LAUGH, GOTDtUe CIRCUS - THERE* 
THIS GREAT CLOWN/ GROCK / Tko FUNNIEST MAN VoYVE £VER SEEN 
Ike ANSWER COMES BACK, 4 / AM GROCK, " 

i 

Flank Thomas, a master of animating empathy ^ pathos , a lway< 

CRITICISED me (^CONSTRUCTIVELY) FOR SPENDING TOO MUCH TIME ON 
SPECTACULAR SURROUNDING ANIMATION W NOT BNQUGH OF GOING 
STRAIGHT FOR Ti& EMOTONAL CENTRE, 

PART OF ikn. REASON WAS T(4aT I FELT WE IN ERE N Y YET GOOD ENOUGH AT 
QO WFP WORK ON it\ e tl WORLD 0 OF TAt PIECE Naq> LEAVE ThY'HAMLET SiU 
Till LAST- BUTFPANKt CRITICISM is valid , 







Animation was mo of in iUe- jooim/A s mm wf started making ' wwc? f£aw£< 

ROGER RABBIT' FRANK WROTE H\E A WONDERFULLY ENWOPAGHG LETTER 
INQMWNG, 11 IF You BRING THIS OFF, YOU'Ll BE A HERO- " 

1 CARRIED FRANKS FETTER* IN MY CHEST POCKET THROUGHOUT ^ YEAL 
OF PRODUCTION FFTCCVFE mJ WOULD FfREAD IT EVERY TIME THINGS COT ROuG 

WHEN Tk& PICTURE CAMeOuT^ WAS A H(T f NOTHING FROM FRANK. 

2 MONTHS EATER tfk Te BIGGEST PICTURE OF Th^YEAR, NOTHING FROM FPAK 

3 MONTHS EATER I RANG H/M UR 

*141, FRANK. /TO PICKT 
* ; , f 
O EAR,,: 

"m, frank, mu, we maze ir! nk a nit, fzank! its a fit!" 

* * j * y h * * * ( 

Mean, Weal, YIP dip- the sest wf could ->E ik a hu&f 
success! gNomous!" 

jf 

. yeah/ 

'"'WELL, i KNOW l FRANK, IT COULD HAVE EpFN BETTER, BUT WE 

■Really worked Harp ^ rvery&opY eoves it* 

v \,, YfiM." 

^WEEEf ER, UM, I GUESS THAT you COULD BAY WAT WE RAISED 
a GIMMICK TO TliO LEY EE OF A NOVELTY t BUT lit A HIT! " 

Vy bah/ 

' i 'Aw,cmeoN frank, / know you always cum ode me tor 
MOT GRABBING The, AUDIENCE EMOTIONALLY - BUT YOUVE GOT 
7b GIVE IT TO ME, WHEN VIELAINE (GOING TO KiEETHE 

RABBIT BY DIPPING HIM /A/7fte VAT OF ACETONE, ALETkcKIER 
INlito AUDIENCE YELL/DON't DO IT! DON'T DO ir! /y 

(eons pause)/./ wish they had. * 

WEle, I KNOlN WHAT FRANK MEANS. IN MV DEFENSE, I HAP TO PUSH VERY &TZON 

for some animation i dip at front of %t> opening cartoon wher 

WF COULD AT ERECT SEE WHAT ike. BABBIT EPOKED EIKE BEFORE HE QTAR 
SHQOVNG AROUND EIKE A CROSS BETWEEN CMRMUH& &0M sJ A FlREWOI 

Bur THERP WAS A REAE OPPORTUNITY FOR PATHOS THAT WE MISSED. 

THERE WAS A SHOT OF ROGER Elm NO ON A GARBAGE CAN IN A BACK AU 
CRYING ABOUT WHAT HE THOUGHT WAS HlB WIFE’S IN FIDELITY* 



LIKF (RROCK, / WANTED To SHOW A COMPLETELY DIFFERENT S(DEOFl%e, 
RABBITS PERSONALITY BeHuVP HIS PROFESSIONAL MASK* I WANTED To ANIMATE 
IT MYStLF, BUT / HAP TOO MUCH ELSE TO DO, WE HAP A FINE LEAD ANMA (OF 
WHO WAT AT ihoTtMF VERY LONELY s*J ! KhIEW HE HAS TfMAN FoRlk^JOB, 

A Top EXECUTIVE COMES. IN 3w) SAYS "BY il\c WAY, 7>CK ( SO&JSO PEAKY WATT 
TO PO THAT SCENE. I SAip "OH HO, HES A CUPEB8 BRQAP ANIMATOR W 
INVENTIVELY FUNNY, EXCELLENT, BUT l THINK HES WRONG FORTHIS SCENE. 
PF& GOT A GREAT GIRLFRIEND, HEE VERY UP w) HOT 1b e PERSON. FCFCJVS Joi 
*R{JT HE RfAUN WANTS TO DO IT, PICK, HE ! S BEEN PHONING /ME UP ABOUT IT. 4 
*BUT NEC WRONG - (TLL BE OK - BUT IT WONT HAVE THIS OTHER S/PE To IT, 

The other goy should do it. ' x -bot he 1 s P/m to do it//. 

( ROSE He, ARGUMENT OUTVOTED. ITS WRONG, BUT Tko. PICTURE FEELS 
LIKE A HIT zkJ ANYWAY I CANT AFFORD TO EE FIFED. OF COURSE lit, 
RESULT lAMo JUST HIKE ALL Tko OTHER MANIC SCENES - mJ We AMCC ED 
HAVING ANOTHER DIMENSION TO Tic CHARACTER WHICH WCUUP HAVE GIVE 
A MUCH STRONGER EMOTIONAL PULL WOH rfc AUDIENCE. 

WIN SOME, HOSE COME. 

(N AN INTERVIEW IN \HTE ATWkt ZAGREB FILM FESTIVAL, FRANK THOMAS 
TALKED ABOUT A MAN vv WHO NEVER HAD TALENT FOR ENTERTAINMENT, HE 
WAD ONE OFiUe- BEST ASSISTANTS WE EVER HAD, PE KNEW EVERYTHING 
YOU COULD TEACH ABOUT MOVEMENT, MOVING The (CHARACTER ^0 WEIGH, 
2tJ PERTH W BALANCE md ALL THERE THINGS. HE COULD DRAW THEM LIKE 
ANYTHING, BUT HE HAP A VERY WEAK SENSE OF ENTERTAINMENT sW HE HAP 
A VERY POOR CHOICE OF WHAT TO PO IN ANIMAT ON — SO HIS ANIMATION 
H/AS ALWAYS FLAT IT ALWAYS MOVED NICELY, BUT NOBODY WANTED To LOOK AT 

MILT KAHL ALWAYS SAID, ^nk A MATTER OF TICKING ifie RIGHT THING To PO 
9^\c) MAKING UP YOUR MIND ABOUT THAT , AND THEN NOT LETtWG ANY OTHER 

ideas interfere with it. Pont let Your main idea Get &upjbd o 
INTERFERED with by something else/ 

ConcuGkon- 

m THINK about IT IN Tk^ OVERALL, JUST AS IF WE WERE AN ACTOR DOING / 
HOW VO WE VO IT ike, BEST WAY To PUT Tke. &UW&SS OVER Tkt BEST 5 
Before we animate we pbuee our in advance exactly what wb'pe going t 

Know where were going, in Planning lock down jfe. important Pcm 
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art babbitt omr billtytla Clowned folti^emoti6Nal 

ROWeR Ovd HEARTFELT PASSION INH\s WO&K ) S/W PAVE WOWING ON TIN / 
THW/WgAfA/^- HE HAP EVERYTHING ALL WORKED OUT IN MINIATURE BEFORE ^ 
AH /MATING, (ANp itie> ENP &SULT snip CA/Wf?O^r/uSr AS QUICKLY AS OTh&z ANIMATORS-, 
GrpM NAtWICK APSO TOLD ME , ll TYVLA WAS A VERY, VERY CAiSBFUL PLANNER. 

(^CHANGE OP jgyp £pgg/OA/ J 

/ WAS VERY TAKEN WITH WHAT DISNEY MA0TERAN(MATOkJTEACHER ERlC-LAR&ON 
HAS TO CAY IN FRANK THOMAS W OLLIF JOWICTONO lt fU£ ILLUSION OF LIFE Y 
ff£ SAIL IN ~fh* EARLY MICKEY MOUSE SHOOS THEY DtSCOVE&P TtitS PRINCIPLE 
IF YOU WERE LOOKING AT A PORTRAIT ANI >- 

' v THE SUBJECT GRADUALLY LOWERED HIS BROWS INTO A FROWN- 
RAUSED ' ANP THEN LIFTED OHS BROW AND GLANCED To THE SIDE, 

YOU IMMEDIATELY WOULD SpNSE A CHANCE FPOM ONE THOUGHT 
TO ANOTHER. SOMETHING VERY IMPORTANT HAPPENED 1 . 

THROUGH A CHANGE OF EXPRESSION The THOUGHT PROCESS WAS SHOWN." 

I THOUGHT, OK, LETS JUST SKETCH THIS OOTIN ilk SIMPLEST fOEM tddm WHAT TLOOKS LlKt 





G&PaAUY /-OWfcpS PAKSiSS -T UZN 

seows mo a mm- wns one broN 



AND 

Tbri&SIPE. 


GREAT. HFS TttlHKml THEN I WONDERED - IS THERE ANY WAY TO TTpmGTHEN TJHSnJfiJHEE 
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7 W WORKS. OAN We /T P 

Wtfy wr AAfn Clf^tE'Tie. PAf&ED EY^lEecW £Y LoWEfi/WG /r rufcnfeR.? 



TnfAT IVO^KS 7Ex5. 


irD pow eere^ ir6c^ yP 
AWV7WM3 ElSfF WE CM^O? 




A S(-OW ?ENK £ffgc\i7£ 
Mt&W HETU^r- 

MA/jgp iVEW? 0 *fcfcANjMflr£l> /T , 6 V MCW W MA/g£ fft A £rf QOeNY -g^r <rs/OT 

wwat can vo gv vocxiNe fdz &ctza fmmoaz- more change ~mof£ bm& 

F&FLIt icSHX- 




( ^tax a>vT£ASr ) 

M/IT KAf/4- Ai-WAVS SAJ£j ro/jf CtfAMSE %e. £XP£&£SON PUPJN6 A &W AfflJ 
Ht’D WS^TH/S eX'AMPie: 

GAy Wf* WAVE A PEJeSDW ££ADMSA ROOK" 


HE H£A£ J Z A WO/£j= 
wh i ch Startles 4m 
- F£JSrt7£ft/S HM" 

s^l He 

SWifJGS BQUNfV. 
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fop. A S TAtzr wio NEED SOMETHING TO CHANGE FROM -SOMETHING OPfOCflF- 
SOMETHING T RAlt A HOT PIFRSR&fT FROM WHAT Ne'PF QDIN&ro CHANGE TO. 



'Tk <L IDEA /£ To PUT ill e CHANG? I m&& YOU CAN SEE IT- NOT t>V&NS1to-BB0tf> MOVE " 

unless Ik* move quite stow - then m could read it. 

Again lk± mind is t<^ pilot, we -mm or things before Bopy poe s wm. 
theres always a splito&odne of "thinking vme 11 Before %% character poz s %l actio 


322 
























("an acting poinrj 



men 

Barrel?. 


Gzsnvfiz 
A& 

s>wom 

THAN 

\MORPl 


in a Fp&rmv&mr- 
IF wmz Gom f=mA(A)Tt(g ): 




mT WE FEEH ifaL&NAP' 
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QrODY LANGUAGE^ ) 

'the brilliant pm?/ aft director/pesigh&l ken anpersoN sa id, 

* Pantomime is ike, basic artof animation . 

Booy LANGUAGE IS ib^POOT FORTUNATELY IT /Q UN/V&SALL 

i WAS. wny KEN IN TEHRAN JUST BETCREihe. RevoluRcN zd l HAP A NASTY SHOCK od A Bi&iT^PN 
WHEN THEY PAN MY & HcUROscAR-wmiNG M OtR&IMAQ CAROL' LOR AN IRANIAN AUTA0CE. 

YveHAPTRIRPTo HAVE AC HUGH ROPY LANGUAGE IN Ha FILM AS WE CouLP BuTWESniLVERE 

left with dickens 1 yrj^m crop/. of cqor&f lit audience didn't (Mp&&&4tp> a word. 

A CHUCK TONES CAPfCOl GAME OH AFTER od BLEW US OUTOFl -& WATER - 

SO FORU S, W? SHOULD KEEP WORDS To A SAFE MINIMUM MAKE mPtMlNG A& CLEAR 
AS WE CAN THROUGH PAN TOM IMF WE SHOULD FEEL WE HAY? ONLY iu. WWToTfU-T^ S>7DRY 

IT* A GREAT TEA To STUDY SILENT MOVIES, ALTHOUGH MUCH OFTi^ACTING /& LAUGHABLY 

Hammy ^ corny- nt all very clear . almost a lost art 

AN ACTOR- FAR TO BE SPONTANEOUS TO A DEGREE - BUT ITS NOT SFOYTAN&OUS TOR US' /75 
ANYTHING BtfT. WF CAN’SIT DOWN ONE IT a LOT' CFTHOUGHT, WE CAN TRY THINGS; 
TEST THEM W MAKE CHANGE, WE'VE GOTiUo BODY CONTROL W0RENOTPMITFP BY 

PHYSICAL DEXTERITY, OR GRAVfTY, OF AGE, OR RACE, OR EEX, AGAIN, WE CAN iNY&fT WHAT 

vorsn r exist in realty -w s till make it a ppearl BELIEVABLE. 

(Symmetry 


/ FEEL THAT SYMMETRY HAS GOTTEN A RAP PRESS BECAUSE OF BAD ANIMATION ACTING, 
PEOPLE 54/ ''AVOID TWINNINGWHERE ROTH ARMS yd HANDS ARE DOING ike. SAME THING. 



BUT JUST WATCH ANY FOLltlCJAbl, P&AOHER OR LEADER OF WHATEVER, OR EYpERTON TELEVISION, 
WHEN THEY'RE LAYING pOWNikel AW THEIR ARMS <**} LANDS WlLLTMAN SYMMETRICALLY. 



£AHAhtC&>H!VfH&eL. 
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"uH£V /MV to A C£Tp£JCED l/efESifCA' - 





7m <5fw f ^'eet; 



/ r cc^es raw av 



- a® .'It-mse 


WC7&K3W- 



A^P WATCH KatfSfJF HWIS/ ftp# L&m DcmifclMl A&Otff SOMEftithB „ W£ji2T ps/rtf/W 

f mm SY/mert y .5 ah sxpfiKatw pf wwhy sa^cf o&w? »J AutfaMY w fey 

TTwe£$#*«#$ rttPiaftw/r op-WH tmszit) Wth&v Tvtrra ^xfle® 
Ykt ^ptlEWESS 7HPVJ2P TRYING Tt COHVbY ' 

SO, A JubtCMUS UZE OFVMmiNG f£ EffECTWE BECAUSE ITS EYEK/WH0AB. ffT Alt- Tq l 
WITU tfQW WE U££ (X 


A WAY To JAKEihe £cf£S* OFFWmm la jvtsrm P&AY ONE CPfte HANlX OR Am BY 4 oz&n 



(^STEAUTIj 


In a MAWUcwfl Tv ma&tefcu&s on acting, micuael came &te£m> everyone by SA) 
'if you See scme aco& vom a Ftg% of v?wr you ah/h/re - stem, it: >f 
Q»mr&mKry jg&i trl*Q*. how*# ***** asm.') '^causc,. , they bio." 


QgQ 


&OUHQ APVICE CAME FftDM T&e bftNRY ^ruMO &&/ OH t 

■F You're SUOCT OF TIME, SPiBVP FOX The EVE&.-Tm. £te 5 A& t-YUAT PEOPLE WAtGn. ' 

OF COV&E TU*S f& TZUE. The PVfiS AEE The VTSi&lB fft£TOF fi#_ BRAIN - b\B02U-f CQHHFBtW 1Z> (T, 



f TUiNK WAlh I Mm WE SEE -fee 'SOUL' <3£ PERSON EEYEALEO W Ike EYES, > t"FS SCARY * WE&l 
LOOKING fN^IDE EACH OTHER- 
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C>UR A&B SUPREMELY gXpR&SSJVE Wwf EASILY CO'MWtiCAT£ WITR 

-&<>.&?&£ A LOME . WE CAM OFTEN TmU-Kz- S.TCRY JUST WfW iSk &££•, 

AMO HOW MUCH MOfZE VFiAtMT^ fr IS TO JuST TttRMTut. &/££ IfJSTBAP 
Op-tf,*. WHOi-E BOPYl 



* 





r A 

9 e 


H&g&S. SOMETH tffi3 'A/E BEE ALL OAY E'•/&?■Y OAJ—VuJ lt>NOT&B£tUT 
ANtMATEO UNTIL l S7*p-T&>fcMmtJG Agour/TTO aNMAT&ZS 5T&&AGO: 



® S3 & & O Oo 

WfftM LISTENING OH iH WCW£ “ft*. £Yje£ flJGW 
ARPVXft Hi A STACCAHD FASHION fi£R£3fflSTlt& 

u&rmz its 7 woig^ w mortal. 

OUR. W£Z AMf gAf&AY S77U-. 



/rs cjoop to p.'sretfD ptip^ to cw oFfcBfc 

O O CG *© “Q? ^0 

Aict^ Ah At. Dow wnw as. jf n£ flpvr ftxci *6 ir kmK 
/WflNrtK WmTY OF ^l/T tfERES A SMfc FcWOlA- 

©© @> @ &©ww OO Q© G© 

' s3 -f 45-^7 

L_U4-1 M-+ 4 

-ftfis /s, e^uce. etir ^ff^-tivjE - wcsskS 1 mj-otf ewes £& twos, 

we aw go oh Fog&jgt Mour Acnk'o Gw wr pc>) gi^roays ■£- 

© Pi/r FewroF-fot som= rmm 

(©> ££f /tf<SJC£lW CrtA^OTE 
fv'm'gopys ^5 eAW-V 

CD StfOW C^W Ttf/tfJffl/G. 

_ "—\ S\ A \fc 

<M <8* 45^ fa? %$ 
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ANIMAL ACTION 


fCMS- P£S<SI3> AKIM APS WALK LIKE 7ft© OF US JOlHEV TO&mzR -OUpSLtmTL y AHEAP 
OFlUz OTHER. - TWO SjETS OF PPSS SPIGHTPV OUT OF PHASE. 

m look for all -MeSArn things /is wg po with a human, start with He. ama 
positions fpeoBABiw starting oh ■upfront foot) wh&sf are the ops sJ Domt&c where 
IS1U.W&M? \NtMk-fa,SPm>? character? differences in build? 



/\ FOUR TFHjEO WALK 
HAS WO MAN 
0XT&EM& - 
(EXAG&Em'Eb) 


PELVIS UP 


chest vom 


tight£ ncmu?m 

FtitirpBg, POW4 



f^'LVlS £OWN 


tftOULPeR 


i 


t 


iU& Heap Gogs 
' Dom AZilte 
chtsx cots z&wh 


HHe, heap Co/ass up 
sl-ightlv i-ATge 
fHAH -ftje CHEST 
P&LAVEO ZoR/Tffc' 


Bur WITH TWO SETS OF EBBS WORKING, THERMS A HOT OF l WEIGHT jmh&FERENCE GoiHB 
WHERE ih^ WEIGHT IS COMm FROM, WHERE IT (S WHERE !TC GOING TO. 












if k'e'ef gohJg to '''Realistic" <h our Action W&b sows to have to> vo research 

HOW AN i AAAI- IS BU/LT, fHs SIZE W 7 YP£ - 1 VA 7 CMM 5 WATCH MG UNTIL Wg KHOH f] 


£ L*VE ACXiON ,e£F£~eS^'og J ) 

6tUDV F/LV1 l flDEQ a^T&e pX77340£P/AS4£y /HWYS&PSe PtiOiDS QFANfMAtS wm^EVv 
HfhHS LOWS ^ CtfAMSftfS AWSCLS SWAPfS ARF CL&m OiSfUYEP A&tftiT StCffiX.m 6£ 



4 MAf&m OFANlMPACTiOti, MILT KAML cAtb HE T>lS> 7HOFDU&H RB&A®CH OH AHitm 

tot Aums m. m& sm> he spentHWP&& of hours mwm acdcns of vazojs Mm 

3d HMttfS nJ ) W' Wm&HAPP&tiHG - Wtmzlbt WEIGHT /£ ^ HOW YOU ftGW 7 HEM. HF& 
HE Vim T Thm 7 H&& mi AH EAS? WAY of /tf&Vtifc AT THgFTHtN&i WEjfJSr HAVE to Qo 7 ms 

miT^OEE ByihvMt/YB&t&S ZCOKl-FbuHO 1HW Em &rn£ THAN 

f<m HAfi&s. also swORe gy moys&oge. he Soheo pom a simple fopmoia - gofY^HuG jwf 


‘ Atitms AU walk 

EASiCAUN AUKE, 
Srt take Pmvm, 
JW 79 OWSV&MOH *' 



H&& TUBPfc WfTH 'CpMWHZT 
■ffle. Ptto,\r toot 4cr*»/ 


-fii* TJrJi- BQ 3 T AtoVfcS W ik-MSf 
IV W fi^ex Lass. ACTS LJW?A |W. 



f \ I 

7 Aft fiton r^eai 


Since wsr animal walks FZ&fiiMiAR, if we tw#£wtc> 1 k mixer A m&kM m 

MiMAL LIKE a HORSE, PD&OR LARGE CAT WE CAN APPLY Hit SAME KHDWLEOGF TO CTH&l MIM&S 
PeP.EHdIHQ OH TJWtSlTZ, WEIGHT, DESfGH aJ 1H&F- HMHVQ 'Ik&ttimm OFTHZK F&f m 


ip we Oft e* 9 hm on all Wurp wbcah feel how the/ walk. 



Cot*tha 



w SS 
RsS 



coNi»cr 


PASS, 





328 


































AB& l&JlTOW AWE? 

4A/ QUmOH 



Poes. A HOR%E WALK LIm AN OSTRICH ANQ A MAM? 









Pass AN OSTRICH and A MAN WAUK UKBAH&&E? 
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( ' &AS!C. AtiiMAU IVAAJC &AJTZ-&N J 
APPL y/rt&TC» M 3 ET A^iWlAjtS - Cfsxm A 

so mmcm &o/f& ov that c&udupS 

$ A 

E^A^K FOR Rfp f&e. BU>£ FOr- i,-i SUJ£ Ft#, 

Owr*as POE Atftswtf ihe. vf* 






!3 


ts 


CQtiTf 



Cn£&T+ 

S/ro.p^ni 

£JP 


PBWS 

POW/IV 




F&ttxm W mromfe - 
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-tit 

5W(f TkW 

■flit 



H^AVs 

siP 


^!/e*t + 

^^rat-rLf^SS 

TSC-iVft 



Hp/in, 
C-,- Wh 


ILEi^L TikT 

ni£ ir.i j-inYil- 


7 


•? 


CWrtcr 



/7 



pf 

UP 




%m io0 
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Hep-g's A Ib/Y '//WENTErSwALKeaN A -OH TwOS - OV /6 b. /T 5 - MW,W£D WfJX-fti ffZliW i*&? stj 

-flj e &FFCSM6 &CK" ’'Tk'W/i/^'.-T^.'CrWS -ftt Tfc ££THl& ■ fftt. E*7iiE/V1^*'2 aj ’*>7 »4£^ i-SVEt- ^JlThf FJE&lG pCXlpCH #L 

(5Cf^ Afc'E SMEJS3 SWSffliy. Ifc tCW* >5 Ort ^5" rs-tfV^4i. -S*«3t£, g£i,j£Wgl«, ZuTf€> A'HWi-)WUS t,',KElfr© 
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DIRECTING 

/ THIHK THERE ARE OHC V A FEW mFOFWT VHMGS 70 KHOW ASCOT PlRECTING - 
Bur wgvz got to mow those. 

~1kt PfRperosk job is to make it ala worn. / have three Rmueo • 

© sr 

<D ££ Ct£4fc. 

CD P^r everything wm&£ You can. see it 


Tlf'C PiFeCTOF is a C FACET CREATURE WITH a foot IN % CA/AfO. Ike. TfWATON DENWE 
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* it's a GOP pah w tr( ,y k not* busings t& ANexf&ssiotil 

OF CquA££ /t^s SoTi-f - sixr do you mow t%e- Gotf&i Zjdlft 

HAS -Ife&OlDMAKtSKt* RlfUR, 

We'fe gJH WG tWW> jo DO ASS W wp SfrOVU) DO WUAT WE*R£ $E1NG WEEP TO DO. Y/zSHO 
RMGW 'Hie JB vc&l, tF WE Wfittr AP-JlSnC Ff&EPCW\ THEN WE PROVIDE OUR OW GOLD. 

(j&gfZtEF) /s so /MPotom! f always mjjE mate sum of vmlfo goal, s are - m 

- - VilF'ZB Si/PPOSEPT O VO. FOR. FXA H\H£ t ik&"WHO FRAMED RQG£& RABBiT^m 

m% MAtCelkt MA mtOF OF DNFACnOH CA&bON REALMS £/#!£> TOGEW& CONVIfiCM 
SRCCWD, USE (3 PI6HEY ARTiCtM-ATlOtf 

® 1 WARMER TYPE CHAlZACm& 

© ~fEX avert HOMOJfi. Csurmrso Bemi) 

OU^ JOS IS ID ALLAY %*FFA£& OFiis*FXECumTS W INCITE Or£#=ED BY (M. TAi-ENT tuSPU 
SOLVffi <§ -fit*. PPOEV0AS Li? FROiT. P&m 1*z STUFF CP &EIFCT WfflS GCOO W S«}W (T WC 


(JU LPtCA 6^0 Oft ANMATtC, OR FIUAEP COLOUR SrDRYECAJZV WtLU&VYl H/M 

V --——^ WmT&ur} trk SOM&WX& FOR pfE&OHE 10 miGJFEitHATOti g*d CALM DO<fi 

Tmi WFmKF Tht- CMAKQ& TO THAT L&CA REEL -NOTTO The AMMATOtf. 1M WAY HttMW 
qw Get OH Wmi TUelR WORK iH £&MM KMP OF PzACF. 

rsFP,Af>xn?lkecm£Aer&&') i&v\FF&&NcE $&wmMnfm its all-Tovo wmfcrn 
---' «&£?, shapes t caojpi , voices: , Pitropposm. tootheR- Si 

umf, P#n»J TUN { w W SHORT; RoUFb W SpuApE, OLD 3*2 YCUHG, RICH W PCOfL ek 
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7///S IS SO VERY IMPORTANT! A SUCCESSFUL EXAMPLEIS DlSNE YS 'LIONKiNg' WHER 

allt^ omAtures sound, look W behave Quae diffepefiy frcp bach owl 


(best FOOT FORWARD) PUT The BEST ANIMATORS OK The OPEN/M3 j ENDING 
X --—— - ' PILLARS SPOTTED THROUGH To Ml DOLE - LIKE ACToRS YU 


KNOWikt IMPORTANCE OP STAGE ENTRANCES W EXITS. PtTTike'B&TPEOPLEC 
CLOSE UP 2 9uJ LONG SCENES, LESS EXPERIENCED PEOPLE ON 3 POSEONG-SNO 
OM MIDDLE PEOPLE WHe MIDDLE, 


(casting ANIMATOR^) EVERYBODY HAS TME\pTTHlNG ! THEl do mil, ITS CURJoZ ' 
V ---- y CAST THEM TOE A HAT THEY CAN DO ^ NOT WHAT THE/ CANT l 

(making changes') UNLESS they've ASKING FOR HELP Alio W The, ANIMATOR To & 

v —-- —BIEW unimpeded, once t uev're pregnant with a new s CEh 

THEY \NONT MINE MAKING CHANGES to a PREVIOUS ONE. We're ALL The. §AMl 

Keep ike D cop OPEN pop ComsuVCNC P&M EVERYONE Ofi ikeTt 
IF You CATCH THEM MUTTERING, ASK THEM 7c>'W W!"ThP/ Ml 
BE RIGHT ABOUT SOMETHING. 


/ pty! $m! t) 


(/voice rFqppikD) if youcAsrikt RimAaot FoR.lhe.jos -mi, 

‘ ^ IN The WORLD. THEYLL USUALLY OWE IT To YOU ON TAKE O 

Then just get another take foe insurance. Actually the/'ll usually give n 

You ON Ike REHEMSAL- 90 TELLiU PECOPDISTTo RECORD EVERYTHING. iKs ONL 
YOU HAYENr MADE CLEAR WHAltl REQUIRED THAT YOU CAN END UP WITH PIETY TAKE 

(IHCOK-UPC) Its OUR RESPONSIBILITY TO ENSURE THAT ONE ANIMATORS SHOT Hi 

up perfectly totL& next person's shot. theeeK no excuse n 

AN ANIMATION DIRECTOR TO GETTHR WRONG JC WE CAN DRAW PREFECT MATCH -Uf 


( KESEARUH ) VERY, YEP/ VERY IMPORTANT. RESEARCH EVERYTHING TILL YOU KNC 
^-- Wke SUBJECT INSIDE OUT Vo NT WING IT 


WE SHOULD KNOW EDITING TECHNIQUES. I STUDY AKIRA KiROSA^ 
Jhe JAPANESE VHTCTOR, WHO I THINK IS The WORLD'S GREATEST ED Ft 
AS WELL AC DIRECTOR, 



(relieve tN TOUR MATERIALJ ANOTHER- GREAT THING ABOUT KUROSAWA K TH, 

v — - - - he believes in his material, he trusts Tko 

Audience ^ TPmc himself to tele his siory sW allows ike audience 
to Come io ikt film . So as a director you have to Belize in t^uR mater 



335 


1 





















/T'S AMAZING WHAr yaf C/W GET AWAY WiTR. 

AH lNTEm,VAG THING HAPPENED ON l W HO FRAMED ROGER RABB/T " 

THe ACTOR, &CB HC&Km HAD A GF&KT ABILITY TO COMCmTAlT ON A NON-EXGTANT 
HAmr WHO WAS 3 FEET HIGH- UNGKE MOST ACTORS WHO U.DK7HRoU<SH OR-FAST 
TAk INVISIBLE CHAP/TTtR, BOG Couu> SroP fas EVER £ I6HT ATTUc. 3 RxST ONE 
WHERE 'tUc RABBITS £Y(sS WOULD BE, 

One pay animator Simon WEUS (nog a Tap pipfcoi) CATE into par ago gain, 

' we've Got a PPpTLff - HoSKiKS t$ looking At a 6 Hear High rabbit- wrtATPo 
'WE DO ? FT WAY RmT HCSKINS HAD TFMPDpABJTY TAPPED AND WAS UJoKtKe a*3 
-TALKING To A WATT ABOUT G FEET OFF Fite GROUND. 



I THOUGHT t ' WFIT'H te HAU&iTs GOT THE Sfr HUGE TOFT- LETS JUST STRETCH hl/IA 
UPON HOTOFT AGAiHGT 7 'WALDi ' FOR NO B FABoN ?' ’ WHAT FUSE ARE Wt 

c Going to do? the ratf its Neurotic - it should works 



THEY EVm USED 
WUz SHOT IN 7 Oz. 
PRowptonat trailers 
AND NO ONE F/m 

GjufoioneD it. 
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I At-WAYS SKeTCH &V0fZYfhttiG OUT SMALL FJtfST. "Hit MW VRAVfiUSE, SfCAL/AE TFEyfeE Vf/WKWS 'pfiAWftSS, Ai.W< 

Seem -to snow r-fe im k wt^KMS Ci^te-Y ck hot- 



u E 

i= .E 

c‘ ^ 
G o 
a; 

e= £ 

is 
£ £ 
= < 

c ^ 
3 2 
E o 
< 3 
■o ti 


s s 
£ 1 
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AND IN CONCLUSION'■ REVIEW 


Q ~ik, FFDCEDORZ 


Co MAKE 1 h §OUP- 


Planning 

%mcru& 



StorV BOARD dec&vep A/-wy ? on zough^ 

L-£fi&S TO 

L 

TEST The LE(CA REEL OR. 'ANIMATE at FILMED SlORYBCmD 

0£A1XTO 

OAN tEVSN ^ S~ „ \ 

TBrnee P lanning PRAWIHSS Qmm oMu.Time>uu) 

rneH undeRstahp m of shot 

man £/7ES PC6 

TEST (kE/) POSITIONS 

V - J ik^EB DRAWINGS OILP(ZITiONZ THAT HAVE To Bf THESE, 

TEST PXT&M& - ANY OVH&Z fmfftCNG THAT HAVE J o 8 l THERE. 

-u&uau-y ' Contacts ' 

T£sr Posing Positions (jwmp£ just in pohgh) 


SKxmi&a^ 

FLOW 


aJ WE CAN 
KL&r CN 7^7/Afe 



jx> Several <st eaight ahead runs 
ike primary thing 
He secondary thing 

ike CHIRP CHING 

%e FOURTH thing 

any other-e ns -like dupery 

HAIR 
FAT 

TAILS eh. 


V. 
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ingredients , J 

ANP To PO THIS W^Re USING: 

&oob Keys for clarit y 

WEIGHT - 'CHAUG&' aJ ANTICIPATION. 

to Get flexibility: 

We'Re USING OYEREAPPiNG ACTION ^moving h/wsc ipAJT^j 

we'& using successive breaking ofJoimts 

ACCENTS ' HEAR, 0cpy i HANDS , feet 
Cget there bake/) 

PtAGGeC VIBRATIONS 

COMPRESCiOti aJ PlSlffltfoN ('cqmH aj StPETcfi) 

DIFFERENT WANES tJ RONS = W*RE STPBS9N&Ik ^ DimmO? 

BBrWFLN THINGS W P&DpLE. 

/ /V VENlTTP /VI OVS£ 77MT C4Nr HAPPEN IN EW wo£u> 

sur we M 4 / C £ hook believable. 

TbR DIAEOGOE We'Re PROGRESSING it somewhere. 

We're using alltnese things eroappY or very subtlk 



AlTTHiS fcifa. ANATOMY To ENABLE US TO GlVE^he, PERFORMANCE, 
SUSTAIN IT uO MAKE IT COMPULSIVE VIEWING. 

ANP ONCE ITS ALL- ABSORBED IN TO The BLOODSTREAM - 
TO FREE US TO EXPRESS! 


K TH£pEAYklH£THm' 


I 
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